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Shakespeare — The Art of Singing — Part 1 

PREFACE. 



The art of singing, like other arts, has had its periods of development, culmination, and 
decay. The only period which concerns us here is that in which singing has been associated 
with the growth of modern music, and which may be said to date from the rise of the modern 
harmonic style in Italy in the 17th century. The art was then cultivated with great assiduity 
and success, and reached its highest point towards the middle and end of the 18th century, 
Bince which time the development of music in other directions, especially in relation to the 
orchestra, has led composers to a comparative neglect of the voice as an instrument to be 
studied on its own account. With the disappearance of that school of composition in which 
composers wrote specially for the voice, has likewise vanished, to a great extent, the successful 
cultivation of the art of singing. 

The human voice will never cease to be the most beautiful of instruments when properly 
used; it will never cease to strike the chords of the heart with a directness and an intensity 
unapproached by any other instrument. During the time of the greatest professors and artists 
of this branch of music in the last century, little, unhappily, was put into writing concerning 
their methods of teaching and practising the art; and in attempting to gather up the threads of 
their work, reliance is necessarily placed on the traditions which have come down to us, and on 
a few recorded maxims and sayings which are attached to the names of the great men of old 
time. 

In this book the endeavour has been to gather together these traditions and hints and 
weld them into a consistent whole. The aim has not been to write anything new, but simply 
to make an intelligible and useful record of the old truths concerning our art. 

Should the publication of this work result in bringing his fellow-professors of singing, more 
generally to the discussion of vocal questions in a natural way — to the study of that which 
is absolutely known concerning the human voice, in place of debating those difficult physio- 
logical problems in relation to which there are few settled facts to go upon — the author will 
feel that he has not laboured in vain. 
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Shakespeare — The Art of Singing — Part 1 

THE ART OF SINGING 



ISTTEODUOTIOISr. 

Singing, as ordinarily understood, may bo described as the sound of the 
human voice when tuned to the notes of the musical scale, and it is usually asso • 
ciated with speech. Yet in a higher sense, we must regard singing as the art of 
combining tune and speech in such a way that the notes are started in fulness and 
purity exactly on the pitch intended; the words are prolonged, yet sound as natural 
as the most expressive talking, and every tone conveys the emotion desired by the 
singer. 

To this end two factors are necessary; first, the breath must be under perfect 
control; second, the vocal organs must be trained to act with unconscious ease. 
If these essentials be acquired, the qualities of expression and intensity will suffer 
no diminution even in the largest buildings. 

There are few who, on first trying to sing, have not felt themselves contract- 
ing the throat uncomfortably, and the more in proportion to their endeavours 
to add force to their efforts, or, as they ascend to the higher notes of the scale. 

While singing with the throat rigidly held, the tongue is stiffened so that tone 
and pronunciation are impeded, the jaw, lips, and eyes are rigidly fixed, and 
the face assumes an unnatural expression. Under these conditions it is impos- 
sible to start any note exactly on the pitch intended, or to execute a scale except 
in a manner jerky or blurred. 

Seldom at the present day do we hear the beautiful effect of a long note begun 
softly, then swelled to loudness, and finally returning to piano, — the so-called 
messa di voce. Only too often do we hear performers "scooping up" to sounds 
which should have been started exactly on the pitch and emitting notes painfully 
out of tune. 

When we sing with the throat loose and unconstrained, the breath rushes 
out and causes disaster by compelling us to take in a fresh supply before the end 
of the phrase; and the more naturally we wish to sing, the greater is the necessity 
of learning how to control the breath. 
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INTRODUCTION. 

The conclusion which forces itself upon us is, that until the student has ac- 
quired a right method of controlling the breath he will not dare to sing with the throat 
open. Constrained to adopt an unnatural position of his vocal organs, he pays 
the penalty by producing harsh, throaty, or nasal sounds. 

It is therefore to the breathing that our first studies should be directed, viz., 
how to take in sufficient breath, how to press it out and yet economize it for the 
longest phrases; and in the next place, how to sing on this basis all the note^ of 
the voice with the throat open and unconscious. We shall then see that the 
development of the latter branch of the art depends mainly on whether we have 
mastered the former, and that it means in reality an abandonment of old habits 
of rigidity at the throat and tongue, acquired partly through our language and 
the way we speak it, but mostly through the wrong way in which we sang before 
we knew the art of respiration. 
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MANAGEMENT OF THE BREATH. 

Singing is so much more sustained, so much louder and higher than ordinary 
talking, that it requires a corresponding increase in the intensity of the breath 
pressure. This increased intensity demands the storage of a larger quantity of 
breath, and to this point we must give conscientious study. 

We must cultivate the power of quickly, almost instantaneously, drawing 
in a full breath, and of pressing it out so gradually that we can sing a phrase 
lasting ten to fifteen or twenty seconds. 

The pupil is often directed to breathe naturally. Now, a singer's respiration, 
like any other feat of strength, should be apparently natural — all signs of effort 
should be concealed — but in reality Ms respiration is a considerable amplification 
of the ordinary breath-taking, otherwise he would take in so small a quantity of 
air that he could sing only the shortest phrases, and these without effect, for they 
would be wanting in intensity. 

Respiration comprises two acts — inspiration and expiration. 

By what 'means do we draw in the breath? 

Here is an ordinary fire-bellows. If the bellows be expanded the air must rush 
in and fill it, and on pressing the handles together the air must rush out again. 
As it is easy to understand why, on expanding the bellows, the air must rush in to 
fill the empty space, it is easy to perceive that, on expanding the living bellows, 
viz., the chest, the air must rush in and fill the lungs. 

The lungs (see Fig. 1, A) are two elastic sponges whose function it is to 
supply the blood with good air and afterwards send out that which is vitiated. 
They cannot of themselves draw in air, nor can they, although they are elastic, 
press out the air with sufficient force for singing purposes. They, together with 
the heart, are closely packed in an air-tight compartment called the chest, or 
thorax. 

"The chest may be regarded," says Huxley, "as a box, shaped like a cone, 
with the small end upwards, the top of the box being the root of the neck (see 
Fig. 1, B), the back being the spinal column, or backbone', the sides consisting of 
the ribs (C), most of them connected with the breastbone (D), which is the front 
of the box, and the base being the diaphragm, or midriff (E), which forms, as it 
were, the floor of this air-tight compartment." 

The diaphragm is a large muscular membrane or partition which divides the 
body in two parts. (Its curved appearance is described in Fig. 1 by a black line.) 
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THE ART OF SINGING. 

There is no possibility of the breath reaching the section under the diaphragm. 
The air contained in the lungs can find its exit only through the windpipe. 

From the centre of the underside of the diaphragm a mass of fibres extend- 
ing downwards and forwards is attached to the body in front, just above the 
soft place near the breastbone, and then proceeding downwards and backwards, 
is attached on either side to the sixth and lower ribs, and finally connected by 
two strong masses of muscle to the backbone. 




Pig. 1. 
I^ront View dp the Chest. 



When' the lungs are nearly empty the diaphragm is not altogether unlike an 
inverted basin, slanting downwards from front to back (see curved line, Fig. 1, 
E); at least, this description is accurate enough for the present purpose. 

When we wish to chaw in a deep breath we send a message from the brain 
to the diaphragm which now contracts itself, and gradually alters its shape to 
that of an inverted plate (see dotted line, Fig. 1, F); it descends upon the organs 
underneath, pressing them out of the way, so that considerable abdominal expan- 
sion is felt. Thus the air-tight compartment is enlarged, and thereby ah- is 
drawn in from the outside to fill the increased space. The air rushes in through 
the mouth and nose, fills the lungs so that they descend with the diaphragm, 
although they are not attached to it, and we feel that we have breathed deeply. 
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How do we force out the breath in this abdominal respiration? The descent 
of the diaphragm having pushed the viscera underneath it downwards and forwards 
so that the abdomen is distended, powerful sets of abdominal muscles now con- 
tract, and by their inward pressure against the displaced viscera force the dia- 
phragm up again to its inverted basin shape, the air being thus expelled. 

But this is only one way in which our bellows can act, and is not sufficient 
for the singer, who must have recourse to the additional aid of yet another type of 
respiration. 




Fig. 2. 
Side View of the Ribs. 



The ribs (see Fig. 2, A) are so shaped that, through their attachments to the 
backbone (B) and their slope forwards 'and downwards, they must expand when- 
ever we raise them. The human bellows is thereby enlarged and the air is 
drawn in. The action of the ribs as they bulge sideways when raised can be 
shown by a simple experiment. Clasp the hands in front and slope the arms 
forwards and downwards, then raise the elbows without moving the hands -or 
shoulders. The spreading of the ribs will now become apparent. 

A muscle is a bundle of fibres running lengthways, and is generally attached 
at each end to an adjacent hard part of the body. By an effort of the will the 
muscle contracts, and so, becoming shorter, pulls closer together the parts con- 
nected by it. 
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THE ART OF SINGING. 

Each rib has a muscle (see Fig. 2, C) which joins it to the spinal column or 
backbone. These, as well as other muscles (see Fig. 3, A), start from the part 
of the rib at the side of the body, and, slanting upwards and backwards, are 
attached to the separate bones of the spine, to the shoulder-blades and (B) to 
the adjacent part of the arms. These are the muscles which raise the ribs, and 
which, by enlarging the breath cavity, are of the greatest importance to the 
singer. But they do more than this. In a sort of interlocking fashion they fix 
the upper ribs so that other muscles, viz., those which join together the ribs 
externally (C) and hold them in position, are enabled to act, and further raise the 
ribs by each one pulling up its fellow underneath. 




Fig. 3. 

Front View op the Chest. Muscles Connected with the Raising op the Ribs. 



There are yet other muscles — and very powerful ones — which proceed 
from the front of the upper ribs (D), and, slanting upwards, are attached to the 
points of the shoulders (E). When these contract they raise the front of the 
chest; but as, in order to take full advantage of them, the shoulders must be 
raised, their action, as will be shown later on, is most hazardous to the singer; 
under these conditions the w^>rst type of breathing is necessarily adopted. Hence 
the former group of muscles, viz., those which join the ribs to the backbone and 
shoulder-blades, is that on which the singer must chiefly rely in order to raise the 
ribs during inspiration. They form a powerful combination for expanding the 
sides of the human bellows, causing the air to rush in and fill the lungs as much 
as did the descent of the diaphragm. 

We ean take a very deep breath by using the diaphragm only; in this case 
the abdomen is expanded at its very lowest part. If we do this, however, we 
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cannot raise the ribs; had we done so, the diaphragm, being attached to the 
sixth and lower ribs, would have been prevented from descending to its fullest 
extent. 

For singing purposes diaphragmatic breathing must be combined with rib breath- 
ing; but when using the rib-raising muscles, especially the important ones up the 
back as far as the shoulder-blades, we cannot breathe so deeply with the diaphragm; 
the latter is affected by the raising of the ribs; it can only contract so as to cause 
the abdomen to bulge higher up, at the soft place just under the breastbone. 



*0iM2eM 




Nr /y 



Fig. 4. 

Abdominal Muscles. 



The diaphragm is materially assisted in its descent by the spreading out of the 
ribs to which it is attached. The shoulders should rest in their normal position. 

Opposed to the groups of muscles which we have described above as raising 
the ribs are other groups which pull them down. First, those running from the 
ribs at the sides of the body backwards and downwards to the spine pull down 
the ribs. Second, muscles joining together the ribs internally (Fig. 3, F), each 
by its contraction drawing down the rib next above it. Third, a very powerful 
pair of muscles (see Fig. 4, A) running from the front of the lower ribs (B) and 
breastbone (C) diagonally down to the pelvis (D), that is, the great bone which 
forms the base of the whole body. These last-named muscles are of the greatest 
importance to the singer, as they not only pull down the ribs and so diminish 
the air cavity, but, assisted by the abdominal muscles, they, by their contrac- 
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tion, push up the diaphragm as before explained; it is by the employment of 
these that the singer produces that intensity which is the culmination of his art. 
All that we have attempted to explain with' regard to the action of the vari- 
ous structures in the process of breathing has been so admirably expressed by 
Professor Huxley, with the aid of a few rather more technical terms than have 
been herein employed, that we cannot do better than make use of his words: — 

"We may have either diaphragmatic respiration, or costal respiration. As a general rule, 
however, not only do the two forms of respiration coincide and aid one another — the contrac- 
tion of the diaphragm taking place at the same time with that of the external intercostals, and 
its relaxation with their relaxation — but sundry other accessory agencies come into play. 
Thus, the muscles which connect the ribs with parts of the spine above them, and with the 
shoulder, may, more or less extensively, assist inspiration, especially certain muscles which pull 
up and fix the first two ribs, and so allow the whole force of each external intercostal muscle 
to be spent in raising the rib below it; while those which connect the ribs and breastbone with 
the pelvis, and form the front and side walls of the abdomen, are powerful aids to expiration. 
In fact they assist expiration in two ways: first, directly, by pulling down the ribs; and next, 
indirectly, by pressing the viscera of the abdomen upwards against the under surface of the 
diaphragm, and so driving the floor of the thorax upwards. 

"It is for this reason that, whenever a violent expiratory effort is made, the walls of the 
abdomen are obviously flattened and driven towards the spine, the body being at the same 
time bent forwards." 

(Huxley, "Lessons in Elementary Physiology," London, 1888, p. 93.) 

We have then at our control the powerful breath pressure necessary to loud 
singing, for we can regulate this by balancing the upward and downward action of 
the muscles of the ribs, while balancing the downward movement of the dia- 
phragm against the contraction of the abdominal muscles. 

There can be inside the body, therefore, an opposition between the muscles 
which send out the breath and the muscles which draw in the breath. The latter 
restrain and regulate its outrush, economising it. Such is the control which is of 
supreme importance to the singer. He can press out and yet hold back in such a 
way that when he sings, he need not contract the throat. 

A warning is now necessary. 

Towards the accomplishment of any act requiring force and dexterity the 
skilled performer confines himself to the employment of the simplest means, by 
using only the muscles necessary to the act and no others. He balances these 
muscles against those opposing them and through this balance produces every 
gradation of force with grace and apparent ease. His art is now concealed, 
and as long as it is a balance the artist himself is largely Unconscious of effort. 
But let the unskilled student seek aid from any powerful yet inappropriate mus- 
cles, the help thereby gained is in reality fictitious, for the contraction of these 
unnecessary muscles by rigidly fixing the right ones destroys the balance over 
their gradations and the result is awkwardness and unnaturalness. 

In the attempt to fill the lungs by a rapid inspiration, the student will be 
inclined at first to expand them by raising the chest (see Fig. 3, D), and in so 
doing to make use of powerful muscles which will compel him to raise the shoidders. 
This action not only destroys the balance of the respiratory muscles referred to 
above, but brings into play muscles situated in the back of the neck, by the con- 
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traction of which the throat will become narrowed, a condition the very reverse 
of that which the singer must aim at, viz., a loose and open throat. Hence it is 
imperative that we should learn not to rely on this method. 

The aim of the student must be to fill his lungs, while keeping the throat 
loose and wide open, and to reject altogether the habit of consciously raising the 
zipper part of the chest. This vicious method enables us to breathe quickly and 
vigorously, but with apparent effort, as though we were suffering from asthma or 
bronchitis. 

This is certainly not concealing the effort and appearing natural, but is a 
gasping and tempestuous respiration. By the use of the right muscles of inspira- 
tion, and with sufficient practice, we can cultivate the habit of taking ample 
breaths quickly, without disturbing the head and throat, and in absolute silence. 
The act will be inaudible and imperceptible — Summa ars est celare artem (The 
highest art is to conceal art). This applies equally to those short, sudden breaths 
which we have so often to take, and which are termed "half -breaths." 

Noiseless and imperceptible breathing was the goal which the singers of 
the past age prided themselves on reaching. The celebrated basso Lablache 
is said to have watched for four minutes the equally celebrated tenor Rubini 
without being able to discover any signs of breath-taking. 

Lamperti was wont to explain that a singer's respiration should be similar 
to that of a swimmer, which leaves the shoulders and arms free. 

How high should we breathe? As high as possible without giving up the 
freedom and elasticity of the points of the shoulders. Within these limits we 
should feel an ample expansion at the back, especially under the shoulder-blades, 
but the chest should be raised very little. 

How deeply should we breathe? As deeply as possible, if we can at the 
same time expand the sides and back without feeling the existence of the 
shoulder points, or raising them in the slightest degree. Considerable pressure 
and expansion should be felt at the soft place under the breastbone; below this 
we should be slightly drawn in. 

The more vigorously the diaphragm descends, displacing the parts under- 
neath it, the more energetically are the abdominal muscles enabled to contract 
again. The higher the ribs are raised the better are the opposing muscles able to 
pull them down again, it being understood that this holds good only so long as 
the shoulders and chest are free. 

By the use of the right muscles we never feel that we are too full of breath. 
If the lungs were fdled by raising the shoulders, a sense of discomfort and embar- 
rassment would arise; it would seem as though we had taken too much breath. 

We are better able to steady the breath when the lungs contain a supply for 
singing eighteen seconds at the commencement of a phrase, than when they are 
only half filled; we should always have a quantity in reserve at the close of the phrase. 
The moment an attempt is made to sing with the end of the breath, the impossi- 
bility of rightly controlling it is felt by the singer, who becomes embarrassed by 
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the throat assisting in this eldng-out process, and by the listener, who detects the 
want of steadiness and fulness in the tone of the note. 

There is, then, a limit to our breath-length, beyond which we cannot pass 
without betraying the loss of command. The singer, however, possesses a sign, 
viz., a sense of sudden collapse of the ribs and a sudden slip upwards of the dia- 
phragm, which tells him, before it can be perceived by the audience, that he has 
lost command over his breath, and is nearing the end of his power. It is, there- 
fore, imperative that the longest phrases be performed without overstepping this 
limit. 

Exercise for acquiring the method of respiration above indicated. 

Balance the body on one foot and touch the ground behind with the other; when tired, 
change the feet. Now bend forward, so that the body is just beyond the front foot, in order, 
by loosening the shoulders, to avoid any reliance on the use of the chest-raising muscles, which 
are fixed near the points of the shoulders. Be careful to balance the body and not to stand 
rigidly, and to avoid any tendency to overbalance and fall. Now extend both arms forwards 
and outwards, keeping the elbows in, the palms of the hands upwards, and the thumbs in a line 
with the fingers, as though in the act of imploring. This position slightly twists the muscles 
under the shoulder-blades, and shows us, while drawing in the breath, whether we are using 
the important back rib-raising muscles. We now raise the chest but very slightly, and the 
points of the shoulders not at all; nor can we breathe too deeply, for we have already raised 
the ribs with the back muscles and contracted the diaphragm. (It is generally recognised that 
the artist on the stage can sing better when acting or on the concert platform when holding the 
book well forward.) So much for position. 

Let us now proceed to the breathing exercise. First, half fill the lungs, then take through 
the mouth very slight breaths in and out, quicker and quicker and noiselessly, until you feel 
yourself panting, yet doing absolutely nothing with the chest, and without filling the lungs. Now 
is experienced a throbbing or quivering at the soft place under the breastbone. This exercise is 
easy for a man, but by reason of the use of the corset is a little more difficult for a woman, yet 
readily conquered. The breaths must be taken with the mouth open, and noiselessly. Observe 
whilst doing this how comfortable and wide open the throat feels, and how free are the shoulders 
and chest. The object of these quick breaths is to avoid the use of the muscles that raise the shoul- 
ders. Now extend this quick, noiseless panting or quivering until it is felt not only at the soft place, 
but at the sides and back near the shoulder-blades. At this moment take a full breath as low down 
in front as is consistent with its being felt high up at the back and with a sense of interlocking 
of the muscles under the shoulder-blades, expanding the soft place immediately under the breast- 
bone, and slightly drawing in the abdominal muscles below. Now press out the breath by con- 
tracting the abdominal muscles, and yet control the pressure so that it is steadied, while 
mentally pronouncing a long Ah for ten to fifteen seconds. Stop with controlled breath to 
spare, by arresting it with the breath muscles, so that the throat is still wide open and natural. If 
this is done as directed above, we experience fatigue of the back muscles and diaphragm, but 
comfort about the throat, tongue, and face. Later on, we must sing all the notes of the voice 
with the throat as unconscious, and with the breath as well controlled, as in our mental pronun- 
ciation of Ah. 

Breathing Exercise Recapitulated. 

1 . Balance the body beyond the front foot, and become conscious of the existence of the 
back muscles by extending outwards and forwards the arms, with palms upwards and thumbs 
back, while keeping the elbows in. 

2. Do the quick breaths or quiverings in and out, through the mouth, noiselessly, until 
they are felt at the soft place underneath the breastbone and under the shoulder-blades. This 
givss us a full breath not felt at the points of the shoulders, nor at the chest. 

3. Press out the breath as though warming some object with it, while mentally pronounc- 
ing a long Ah for ten to fifteen seconds, and finally, without losing control, stop the breath by 
arresting it with the breath muscles, the throat being open. 
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Let this be called the aspirating exercise, to be done in silence. It will prove 
a practical lesson in breathing, although only mental as far as singing and pro- 
nunciation are concerned. When practised as a preparation for singing, it should 
last but one or two seconds. 

Having acquired the use of the back rib-raising muscles, it will not be necessary 
to extend the arms outwards; and when we can take in rapidly an ample breath, 
we may dispense with the practice of the quick breaths. 

In conclusion, the singer must acquire such^ control over the mechanism of the 
breath, that the mode of taking it will not interfere in the least with the mechanism 
of the voice. This, by avoiding all use of the muscles which raise the shoulders, 
consists in the restraining action of the inspiratory muscles in balancing and regu- 
lating the pressure of breath caused by the action of the expiratory muscles. 

An old Italian axiom is, The art of singing is the school of respiration, for 
whenever we sing with the throat open we shall become breathless, unless we 
control the breath rightly. 

This branch of the art has its equivalent in a right use of the bow in violin 
playing, and in a right kind of touch in pianoforte playing. 

At first it must not be expected that we can acquire much force of breath 
with perfect control. It would be well not to use more pressure than we can 
command while aspirating for ten or fifteen seconds, but gradually to increase 
the duration as well as the intensity. 

Formerly it was the habit of the singer to practise before a candle, or a 
mirror, or against the finger, as a test that the breath was being emitted with 
steadiness and without a sudden puff, so that when the note was sung the candle 
did not flicker, the mirror was not tarnished, nor was undue sensation of warm 
breath felt against the finger. 

The student should practise the silent breath exercise many times during 
the day. It will habituate him in an unconscious control of the breath, which 
will become automatic and of priceless value when he endeavours to compel 
every note of his voice to respond fully to it. 

THE VOCAL ORGANS. 

At the top of the windpipe and in front of the throat is felt a protuberance 
generally known as the Adam's apple (see Fig. 5, A), which forms the front part 
of a kind of wedge-shaped box constituting the larynx (B). Inside the larynx, 
and stretched from the front across to the back of it, are two fiat folds of mus- 
cular membrane, which proceed from the sides to the middle, and there meet, 
so as to leave a narrow space or slit in the centre called the "glottis" (C). 

Huxley describes this transverse partition as being strengthened by a quan- 
tity of elastic tissue, the fibres of which run lengthways in it. The sharp free 
edges of the glottis are the so-called vocal cords or vocal ligaments (D). They 
nearly join at their attachments in front, but are separately connected at the 
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back with two triangular cartilages (E), which, together with muscles attached 
to them, have the power of approximating or bringing together the vocal cords, 
and also of separating them. 

When we breathe quietly they open at their widest, still more than at (G), 
Fig. 5. 

The vocal cords, which in the woman are somewhat shorter than in the man, 
are about half an inch in length, and are furnished with muscles, which enable 
us, by stretching them lengthways or by relaxing them, to tune the voice higher 
or lower respectively. 

The edges of the vocal cords being brought together and tightened and 
receiving the impact of the breath from the lungs, they are blown upwards and 
liberate a puff of ah, and then, through their elasticity, they immediately re- 




Fig. 5. 
Vocal Cords (Considerably Enlarged). 

bound downwards, to be instantly blown up again by the breath. This act 
is repeated with such rapidity that the double-lipped instrument produces a 
stream of continuous sound. 

By the use of a small mirror skilfully held at the back of the throat, photo- 
graphs have been taken of the vocal cords while in a state of vibration. The 
results show that we employ a greater length and thickness for the lower notes 
and that the vocal cords become "thinner and shorter for the higher ones. 

It is considered an unnecessary task for the student to enter minutely into 
the action of the delicate muscles which separate and open widely the vocal 
cords when we breathe; which approximate or bring together their edges when 
we sing or speak; which tune them by varying their tension lengthways to pro- 
duce the scale from the lowest to the highest note; and which change their 
position, length, and thickness for the different so-called registers; consequently 
it has not been undertaken in this work. 
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But what must be insisted on, as of the highest importance, is the necessity 
of leaving the throat, tongue, and jaw free to act in independence of each other. 
This independence constitutes the most effectual sign that the muscles inside 
the larynx are also free to perform their different functions. 

A century and a half ago the great masters of singing, whose standard was 
the highest, and whose perfection of execution the greatest, knew very little of 
the action of the larynx. It has been said that the term "vocal cords" was 
derived from their belief that the vibrating element of the voice acted in a man- 
ner similar to that of the strings of a violin. 

It is unfortunate that very little printed matter can be discovered respect- 
ing the instruction which passed from master to pupil, as it was, for the greater 
part, conveyed by word of mouth only. 

Lamperti, however, in his admirable works, "A Treatise on Singing" and 
"Art of Singing" (Ricordi), quotes two definitions from old Italian masters 
which throw considerable light on the lines of their teaching, and should be 
considered by singers as the very basis of their art. 

Pacchiarotti, one of the greatest singers, is quoted as having said: "He who 
knows how to breathe and how to -pronounce, knows well how to sing." In other 
words, when the breath is perfectly controlled, and when the tongue is acting in 
perfect freedom, so as to be enabled to take its part in pronunciation, the tone is 
rightly produced, the singing is on a correct basis,. 

Crescentini affirmed that The art of singing is looseness of the neck and the 
voice above the breath, i.e., neither the neck nor any part of it (the throat, tongue, 
or jaw) should be rigid when the voice is produced, and the breath should be 
regulated by the muscles inside the body under the larynx, so that the note can 
be felt, as it were, resting on it. 

Taken together, the words of these masters suggest: 

(1) That without a right breath-control and without the freedom of the 
throat and tongue, perfect singing cannot be attained; and 

(2) That this combination brings about the sensation of the voice float- 
ing on the breath. 

PLACING THE VOICE. 

In order to produce any note in fulness and purity of tone, it is necessary 
t^> place or balance the larynx over the breath and retain it in its appropriate 
position. 

The student is urged to pay close attention to .the point with which we are 
now about to deal, since it is that on which the art of placing the voice depends. 

The outer shield of the Adam's apple (see Fig. 6, A) which we feel with our 
fingers, is attached by muscles to a crescent-shaped bone (B), which is embedded 
just above it in the root of the tongue; and is also connected below with the 
breastbone (C). It is stated that this outer shield must be steadied by the 
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combined action upwards and downwards of these muscles, in order to enable 
the tuning muscles inside it to contract more vigorously when producing the 
higher notes of the scale. This invests the tongue-bone with no slight impor- 
tance, and suggests that some support is necessary to it. There are powerful sets 
of muscles (D) proceeding from this bone to the under surface of both sides of 
the jaw (E) and others (F) to the sides of the chin, and also one connecting E 
and C (see Fig. 7). These together help to form the floor of the mouth. Again, 
several muscles pass from the tongue-bone to the skull at the back of the mouth 
G (Fig. 6). 

All these lend support by pulling the tongue-bone, to which is attached the 
larynx, not only upwards, but forwards or backwards, while at the same time the 
muscles connecting A and C (Fig. 6) are pulling the vocal instrument downwards 




Fig. 6. 

Muscles Connected with the Tongue-Bone 

towards the chestbone. The larynx is thus steadied, and displacement is pre- 
vented whenever the, tuning muscles vigorously contract for the production of 
the high notes. 

But whatever are their real functions, no one can fail to perceive, firstly, 
that while singing a scale upwards in the chest register, and examining with the 
hand the floor of the mouth underneath the chin, we feel about this spot the 
contraction of a broad set of muscles increasing as we sing higher; secondly, that 
in the medium voice a less broad but still vigorous tension accompanies the - notes 
as they ascend; and, thirdly, that on singing upwards the so-called head notes, 
only the slightest contraction is felt, and this of a delicate set of muscles in a 
line between the larynx and the point of the chin. In like manner by examining 
the muscles just above the breastbone, the corresponding pull downwards will 
be observed. 

16 



Shakespeare — The Art of Singing — Part 1 
THE AET OF SINGING. 

Not only do the registers seem to be controlled by different sets of muscles, 
but the latter can interchange their action so as to balance the larynx in the 
exact position necessary to any note, high or low, loud or soft; simultaneously 
the tuning muscles bring about infinite and remarkable modifications in the 
length and breadth of the vibrating vocal cords to which reference has already 
been made. 

Of course if, on starting a note, the throat were rigidly held, both the balance 
of the placing muscles as well as the freedom of the tuning muscles would be 
destroyed; a proof of a right production is afforded, however, when the note 
commences in fulness exactly on the pitch intended. 












If 



X 



Fig. 7. 
Muscles op the Tongue. 

The action of the muscles which pull down the larynx towards the breast- 
bone, being remote from and unconnected with the tongue, presents no difficulty 
to the student; difficulties arise when those connected with the upward support 
of the larynx come into play. 



THE TOTJG-UE. 

The body of the tongue (see Fig. 7, A) consists of three sets of muscles which 
run lengthwise from back to tip, crosswise along the centre and downwards 
through its thickness. By these it is enabled to assume the positions necessary 
to most of the vowels, and to execute the movements of many of the consonants. 

Other muscles (B) connect the tongue with the chin (C), while others run 
from the sides of the tongue (D) to the tongue-bone (E); all these assist in form- 
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ing the floor of the mouth. Again, there are groups connecting the body of the 
tongue (F) with the skull at the back of the mouth (G). 

Whether these, the "extrinsic" muscles of the tongue, as they are called, 
assist at all, or how much they assist those in the body of the tongue, it is diffi- 
cult to decide. What must be insisted on, is, that all the muscles of the tongue act 
in balance and unconscious freedom. When the tongue lies quietly extended in 
the mouth, neither raised in the centre nor drawn back, the result is the rich 
sound ah; this demands the greatest space above, as well as at the back of the 
tongue. For the vowel sounds in at, ay, et, it and ee the tongue is raised in the 
centre, and all these demand the same open space at the back of the tongue as 
the ah, and their purity depends on the absence of any contraction of this space. 
In the pronunciation of the vowels aw, oh, ot, er (in early), and ut (in other), the 
body of the tongue is drawn back and the throat space slightly modified in 
shape for each. That characteristic changes in the shape of the tongue do take 
place can be easily verified by silently prolonging each of the vowels above 
mentioned. 

The use of any muscles which would cause the tongue to be rigidly drawn 
back would destroy the purity of all the vowel sounds. As on ascending the 
scale the pipes of an organ diminish in length and breadth, there may be for 
every rising note we sing a natural and unconscious contraction of the throat 
space, there certainly is a rising and falling of the soft palate, as the notes ascend 
and descend. In placing the voice, then, no muscles must be employed which 
would interfere with the freedom of the tongue and throat. Unfortunately there 
are powerful muscles against the employment of which the student must be ever on 
his guard. In the following experiment the effect of their use may be noted in 
the rigidity of the body of the tongue. 

Experiment. — Whisper the sounds caw, caw, caw, caw, caw, caw. This should be done 
in two ways: — first, quietly, with the tongue lithe and unconscious, and then in a rigid manner 
so that the throat and tongue are felt to be distorted. Repeat in a similar manner og, og, og, 
og, og, og. In the first way one perceives the natural action of the k and g muscles (the hard g) 
as in good singing; in the second the throaty contraction too often heard. (See page 30.) 

Again, whisper in the two ways er, er, er, er, er, er (as in kernel) ; when quietly done the 
throat feels open; in a rigid way a clicking sound is perceived and the throat assumes a rigidity 
as in retching (sickness). During singing such rigidity would bring about the frontal tones 
discussed later on. (See page 31.) On whispering quietly ang, ang, ang, ang, ang, ang, the 
throat and soft palate remain unconscious, but with the least rigidity of throat the soft palate 
is influenced and the disagreeable nasal quality is produced. (See page 31.) 

Lastly whisper quietly at, at, at, at, at, at, first with a loose throat ; then on repeating this 
and on stiffening the tongue and lower lip, thus displaying the lower teeth, we shall produce 
that which is known as "white voice" or silly tone. (See page 31.) 

It would be too complicated a matter to attempt to describe the manner in 
which the muscles combine during the erroneous methods adopted by the student 
for placing the note, or to inquire whether certain constrictor muscles employed 
in the act of swallowing are wrongly brought into play. There is no doubt, how- 
ever, that any rigidity which cramps the body of the tongue actually displaces 
the larynx either by pressing it down or otherwise. 
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The extrinsic muscles of the tongue (see Fig. 7) lie in close proximity to and 
run in the same direction as the placing muscles (see Fig, 6). Through inex- 
perience, a rigid, way of talking, or temptation to sing a bigger or louder note 
than is warranted by his present skill, the student is led involuntarily to combine 
in a rigid manner these two sets of muscles. The result is to implicate the body of 
the tongue, and he now impedes not only the tone and ■pronunciation but also the 
freedom of the tuning muscles. 

Experiment. — Examine with the finger and thumb Ihe muscles beneath the chin which 
form the floor of the mouth, whilst aspirating (that is, pronouncing noiselessly) lah, leh, lee, 
then suddenly sing these syllables, repeating the aspirating and singing. First, the muscles 
necessary for pronunciation will be observed, then the additional muscles that spring into play 
when singing. It is at the instant of singing that any embarrassment of the pronunciation is 
experienced, not while we are aspirating. Thus, it is obvious that the rigidity about the tongue 
muscles is not the cause of bad singing, but must be the result of faulty voice-production. The 
student should learn to sing with the throat and tongue as free as in aspirating. 

If we conform to the important conditions of singing indicated by the old 
masters, viz., freedom of the neck and perfection of pronunciation, the muscles 
connected with the support of the larynx (see Fig. 6, and E to C, Fig. 7) will perform 
Ihcir functions unimpeded and unassisted and the muscles which govern the posi- 
tion of the tongue during tone and pronunciation (see Fig. 7) will act in com- 
plete independence. 

A forward position of the tongue is a proof of its freedom, hence all the 
exercises such as ah and lah for producing its forward action, if rightly studied, 
must result in the desired freedom. 

Every master must have observed that the principal fault of the student lies 
in beginning the note under the pitch he intended, for he seldom begins his tones 
above the pitch. The error was his attempting to use a longer or thicker condi- 
tion of the vocal instrument than is natural to him; in other words, than he 
would have adopted if he had started exactly on the pitch he intended. The 
energy required for placing this note being beyond his natural powers (as the 
unskilled violinist, in order to acquire force, stiffens his bow arm, and the unskil- 
ful pianist his wrist), the vocal student contracts the back of his throat, or fixes 
the floor of the mouth, or it may be, simply stiffens the muscles about the chin. 
Rigidity of the floor of the mouth is the main factor in bad singing and, conse- 
quently, to sing with freedom of these parts is the art to be attained; they should 
act with independence; when they do not, the result is seen in spasmodic move- 
ments whenever the singer attempts scales or arpeggios. 

To sing with a sensation of openness of the space behind the tongue should 
be the goal of the master and pupil, affording a proof that the note is placed 
without any interference with the tongue. The use of the wrong muscles changes 
the ah to a distortion of aw, or oh, or er, but never produces the latter with pure 
tone, for this would demand a loose state of throat. 

The throat is never too open. On starting a note the singer should feel 
as if a round object could roll down the throat unimpeded. Certain vowels 
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demand a modification of the throat-space; the tongue should be free to do 
this. 

Unmistakable signs of bad singing are: the constriction of the throa1>space; 
the soft palate and the nasal cavities are affected; even the lips and face become 
involved, the eyes staring, and the brow wrinkled, the floor of the mouth be- 
comes rigid and now fixes the jaw. The latter becomes distorted in several 
characteristic ways, and is compelled to move with every note we sing and with 
every rigid movement of the tongue, which under these faulty conditions also 
moves with every change of note. 

A triple combination for evil now exists between the throat, tongue, and 
jaw; whenever these are fixed the vocal cords can only be described as displaced. 

On rightly placing the voice, this triple combination for evil disappears. 
In its stead there is the independence of jaw and tongue, and freedom of the 
throat inculcated by the old masters. 

With a fixed larynx we cannot tune in the centre of the note. Unerring 
tuning is a sign, therefore, that the voice is rightly placed. 

Displacement of the larynx is also shown by the inability to move from 
one note to any other except in a jerky manner, or to crescendo from piano to 
forte, or to execute runs and trills. 

These difficulties having been overcome one by one, the student will realise 
the great advance that he has made in his studies. Whatever phrase he may 
wish to sing, he will find the first note spring unconsciously into action, exactly 
on the pitch he intended. 

THE VOICE OK THE BREATH. 

Having discussed "the freedom of pronunciation" and "the looseness about 
the neck," it only remains now to deal with Pacchiarotti's "He who knows how to 
breathe knows how to sing," and the latter portion of Crescentini's statement, 
" The art of singing is the voice above the breath." As it is easy to control the 
breath when we merely aspirate, the meaning of the first can only be that the 
voice should be trained to respond fully to a breath pressure which we are able to con- 
trol and economise so that none escapes in waste, as it otherwise would do on 
account of the freedom of the throat. The quotation from the second writer indi- 
cates that the looseness of the instrument must bo such as to give rise to the 
sensation of the note resting on the breath. 

The old singers judged whether the vocal cords were acting naturally, or 
whether they were squeezed in some way out of their right position, by two signs. 
First, when rightly produced, the note could be sung with comparatively little 
breath, and this, combined with a proper control, gave rise to the custom of 
practising before a lighted taper, or a mirror, or against the finger, in order to 
discover if the note sounded full to a breath pressure which would last twenty 
or thirty seconds without causing the candle to flicker, or tarnishing the mirror, 
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or unduly warming the finger. Supposing the note to have been wrongly pro- 
duced, the singer was compelled to use greater pressure of breath than he could 
control. The result was a puff, which was considered a disaster. Under this 
system it was found that the right note produced most sound with the least 
expenditure of breath. Scientifically they were right, for they produced the 
greatest result with the least means. The second sign was the unconscious action 
of the larynx, for the singer should not be aware of its existence, a condition which 
those who sing with a squeezed throat can hardly realise. While singing with this 
freedom the student would appreciate the truth of the old Italian adage, "The 
art of singing is the school of respiration," and the explanation of a boast of the old 
singers, "L'ltaliano non ha gola" (The Italian singer has no throat). 

It is the opposition to the breath-pressure offered by the approximated and 
stretched vocal cords, which causes them to be set in vibration. Were they but 
loosely stretched and brought together, the breath would run out in waste if not 
well controlled by the breath muscles, and this is observed in the lowest notes of 
any register. On the vocal cords, however, being more tightly stretched in their 
length, their edges, being nearer together, offer greater resistance to the breath- 
pressure, which must be reinforced, with the result that the pitch is higher and 
the note is louder. Thus, the higher the note in any register, the greater is the pres- 
sure of breath required, and the greater the art in controlling this pressure. On the 
other hand, the lower the note, the feebler is the sound, by reason of the com- 
parative slackness of the vocal cords. The skill of the singer is displayed scarcely 
less in intensifying this low sound without losing command of the breath. The 
vocal cords under such conditions are poised and balanced, as it were, on the 
breath. They seem almost too far apart. The fullest tone is produced with the 
least breath. 

The two factors in perfect voice-production being (1) the freedom of the 
instrument, and (2) the control of the breath-pressure, it is essential that they 
should act together. The student may prepare a breath-pressure, but fail in finding 
the note that will speak to it, or he may start the note rightly yet fail in controlling 
the breath. 

Placing the voice so that it speaks fully to the least breath is equivalent to 
an increase in the breath force, for now less breath produces more sound, and he who 
can accomplish this can also, with practice, intensify his notes, sending them over 
the largest theatre. 

As we progress in the art of placing the voice we refrain from interference 
with the throat-space and tongue. Little by little, after getting the lower notes 
to speak rightly, we shall bring the higher notes into the fold, as it were, until the 
whole range of the different registers can be produced in unconscious ease. 
Should we fail on beginning a phrase, or on changing the note by degree or inter- 
val, or on changing the word, we must stop immediately, take a fresh breath 
and try again. After patient and repeated trials, we shall succeed in finishing 
the last note of the phrase with full and steady tone. 
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In Italian the control of the breath has been termed the appoggio or sup- 
port of the voice, and the voice, when fully responding to this, is said to bo 
"appoggiata" or leaning on the breath — the voice is "ben aj>poggiata" or well 
supported. 

It seems to the good singer as if the breath, though vigorously pressed 
out, still remains inside the body. This is a sign which should never be lost 
sight of, as proving that the breath is being regulated. On the contrary, in 
bad notes, the breath rushes outwards, only restrained by the rigidly held 
throat. 

It should be the study of every singer to finish Ins phrases with some breath 
in reserve, as though for a mental or imaginary note. By this ho would not only 
preserve the quality of his voice to the end of the phrase, but also be enabled to 
draw in a now breath instantaneously, not having lost control of the previous 
one. 

Lamperti, in the original Italian edition of his "Treatise," while laying 
stress on the importance of this mental note, observes that on the art of finishing 
the phrase with the breath still under control depends the calmness of the singing and 
consequently the career of the singer. 

In order to keep this before the pupil, the master should call for a note, or a 
turn, or a trill after the exercise or phrase has been sung, and when the pupil suc- 
ceeds in properly singing this extra note or passage, a proof will have been given 
that he finished his phrase rightly. 

Obviously the way to stop singing any tone or phrase is by arresting the 
breath that causes the sound. This should be done by controlling the inspiratory 
muscles and causing the oulrush to cease, with the throat and mouth open, so that 
the tone of the voice is perfect to the end; it should not be done by helping to 
check the outrush of the breath by a contraction of the throat-space, which would 
cause a coughing sound to accompany the finish of the note; nor by closing the 
mouth, and causing the consonants m or p to be heard. 

Many singers can scarcely be said to slop their breath at the end of the phrase. 
The voice simply perishes owing to the exhaustion of the breath, which is eked 
out to the very last. Hence the absence of tone which characterises the end of 
their phrases. By observing how a phrase is finished, we can tell whether it has 
been sung with open throat and right breath control. 

We shall subsequently discover that the inclination to sing with the throat 
wide open, as well as the habit, on the other hand, of holding the vocal instru- 
ment by contracting the throat-spaco, is largely brought about by the language 
we speak and the way in which we speak it. 

Finally, although Ave know little of the exact mechanism by which the voice 
is placed and tuned, nevertheless, the following statements may help us to some 
idea of that which must take place. 

(1) Every note we sing, high or low, loud or soft, requires a certain lengtli, 
breadth and depth of the vibrating vocal cords. 
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(2) The larynx containing the vibrating instrument must be 'placed or bal- 
anced in the right -position over the breath. 

(3) If we accomplish this by the use of the proper muscles, viz. : those which 
leave the throat open and unconscious, the voice responds in fulness and unerring 
intonation to a breath pressure we are able to control. 

(4) On singing a bigger or broader note than is natural, we are compelled to 
fix the throat and so displace the voice; hence tune, tone and pronunciation are 
impaired; moreover, the control over the breath pressure is lost. 

(5) Inasmuch as the rightly produced note necessitates a right control of 
the breath, any feeling that we are without this control would prevent our daring 
to start the note in the necessary freedom. 

In other words (1) any note that responds f idly to a breath rightly controlled 
is rightly produced; (2) such a note compels us either to become breathless or to 
command the breath, with the result that we tire the breath muscles, but experi- 
ence no sense of fatigue at the throat; (3) the first badly produced note in any phrase 
carries the control of the breath out of our power, and until a fresh breath is taken 
the rest of the notes of that phrase are faulty. 



THE JAW. 

The free movement of the lower jaw is downwards and backwards. 

During singing it should be unconstrained, balanced, floating, as it were, and 
entirely independent of the movements of the tongue. 

Freedom of the jaw can be recognised by the unconscious ease with which 
the tongue (1) can assume -not only the different positions necessary for the 
vowel sounds, ah, a', a, air, e', i l , ee, oo, h oo d , aw, o, o>, er and u l (see page 44), 
but (2) can execute also the movements for the tongue consonants I, d, I, n, r, 
the hard g, k and th, without the slightest movement of the jaw. 

It may be necessary to raise the jaw slightly when the lips pronounce the 
vowel sound oo (as in who) , and for the consonants b, ra, and p; it certainly must be 
raised for/, g (as in George), j (as in just), s, sh (as in shall), v, ch (as in church), 
and z (as in zeal), for all these require the teeth to be brought together; neverthe- 
less, the jaw should only be momentarily fixed. 

On the freedom of the jaw depends the freedom of the larynx. It would 
be possible to learn to sing merely by producing the voice with the jaw absolutely 
loose, — unconscious. 

It is wrong to sing with the tooth closed, with the mouth opened widely yet 
rigidly, with the jaw drawn back, as if expressing rage, or with the chin pro- 
truding, or with the mouth drawn to one side. 

In rigid singing the jaw moves at every change of note, and pupils have been 
observed unconsciously attempting to trill with the jaw as Avell as with the vocal 
organs. 

Lamperti says, "He who moves the mouth will never become a singer, and 
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indulgence in this habit, even by one possessing splendid natural gifts, will pre- 
vent him from rising above mediocrity." This can only refer to vocalisation 
on the same vowel, or to articulation of the tongue consonants mentioned 
above. 

During singing the mouth should always be open at least a thumb-breadth, 
and even wider in declamatory phrases. 

SOFT PALATE. 

If we pass the finger backwards along the roof of the mouth, we discover 
the soft palate. There has been much discussion as to its influence over the tone 
of the voice. It is here suggested that its freedom of action depends on the free- 
dom of the throat and tongue. Faulty nasal sounds are caused by a rigidity 
affecting alike the soft palate and certain muscles of the nose. With looseness of 
tongue this objectionable quality disappears. 

LIPS AND FACE. 

Freedom of the lips is of great importance as a sign of our singing rightly. 
The expression of the face is entirely lost if the upper lip cannot be raised as in 
smiling. In the chapter on registers we shall see how necessary it is to maintain 
the independence of the upper lip in the upper medium and head registers. 

The old Italian singers used the phrase, Fior di labbra, or sensitive expression 
of the lips, when they wished to describe that smiling expression associated with 
perfect vocalisation. 

A disastrous effect during faulty production is the rigidity of the large muscle 
which encircles the lips. The point of the chin becomes fixed and the upper lip 
is pulled down, so that the natural emission of the vowel sound oo (as in cool, 
hood and would) becomes well-nigh impossible and the lip consonants b, rn r p, 
are seriously impaired. 

EYES. 

The poet says, "The eye is the mirror of the soul." Lamperti was wont to 
speak of it as "the mirror of the voice." It certainly reveals our innermost 
thoughts and betrays by its fixedness any embarrassment, while its freedom 
expresses our contentment and happiness. 

Four muscles serve to turn the eye upwards or downwards, inwards or out- 
wards. Others serve to change in infinite variety the expressive movements of 
the eyelids and adjacent parts. With the least rigidity of the vocal organs these 
muscles become rigidly fixed in sympathy; the eye is prevented from moving and 
the singer is unable to see clearly anything before him. Thus by its extreme 
sensitiveness the expression and mobility of the eye may be said to depend on 
the method of using the voice, for a soft expression of the eye can never be 
accompanied by a hard expression of the voice. The ability to begin a phrase 
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and to proceed, from note to note with freedom and expression in the movements 
of the eye is therefore an important sign to the student, and success in this will 
be proved by his mastery over the expression of smiling happiness, sympathy, 
as well as all the playful effects demanded in comedy. 

The pleasing appearance observed in the folds of the lower eyelid is brought 
about by raising the cheek; tins adds joy to the smile initiated by the raising of 
the corners of the upper lip. Rigidity of the vocal organs on starting or changing 
a note is often betrayed by the blinking of the eyelids. All this proves the wisdom 
of the old masters in recommending the use of a mirror during practice. 



ATTACK AND LEGATO. 

A cramped manner of using the throat deprives the student of the power of 
attacking a note exactly on the pitch intended, and this difficulty is the greater 
as the note is higher in the same register. The "scooping up" sounds, produced 
so often by bad singers, are the result of a rigid throat. It is only when we rightly 
•place the voice that the art of darling any note in perfect intonation is revealed. 

Another penalty incurred through rigid singing is, that the student cannot 
move from one note to another without losing the control over the machinery in 
the throat. The transition is accompanied by a movement of the tongue and jaw, 
with a sense of jerkiness apparent both to singer and listener. It is obvious that 
the remedy is to do away with the cause, to free the instrument, and not to en- 
deavour to hide the defect by slurring up from one note to the other. In this 
drawling manner of joining the notes, we hear the distressing sounds of minute 
intervals unconnected with the melody. 

When Ringing properly the voice pauses instantaneously from one note to the 
other, as the ivill directs; no impediment hinders the action of the tuning-muscles; 
the notes seem to join and yet are "clean cut," as it were, "pearls on a string" — 
a favourite expression of the old Italian masters, who called this manner of joining 
the notes the legato style. They attached no less importance to the acquirement 
of legato singing, or blending the notes with neither slip nor slur, than to the 
attack of the notes in limpid tone with unerring tuning. 

Chi non lega, non canta, says the Italian maxim. (He who does not join Ms 
notes, cannot sing.) 

Thus a perfect attack and the power of joining the notes are two elements 
of good singing. 

TONE. 

A musical instrument is enriched in tone, either by the sympathetic vibra- 
tion of a sound-board, or by that of the air in an enclosed compartment. 

The bow of the violin, when rightly handled, causes the strings to quiver in 
such amplitude that the whole of the instrument, and the air contained within 
it, are excited to a sympathetic vibration, adding thereby sonority and tone. 
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In the human voice, the pressure of the breath is the motive power which 
sets in vibration the vocal cords, and thus acts like the bow of the violin. There 
would, however, be little volume in the voice unless the air in certain enclosed 
spaces vibrated in sympathy, these being the chest, the throat and mouth, the 
nasal, and possibly other cavities situated in the skull. 

The hard palate and the teeth may be considered as the sound-board, from 
which the voice is reflected and by which it is increased in force and brilliancy. 

On the basis of the right breath-control, the vocal instrument can be tuned 
in unconscious freedom, and the tongue can assume any position necessary to 
pronunciation. Consequently, the space at the back of the tongue, as well as the 
cavity of the mouth, is now completely under control, and as the tone demands a 
certain open state of throat, he who knows how to pronounce, and control the 
breath, knows how to sing. 

Assuming that the human voice is an instrument endowed by nature with a 
movable and an adjustable resonator, viz., the spaces just mentioned, and that the 
least rigidity of these impairs the tone, a perfect freedom of throat and tongue 
enables us to adjust the tone-space by the same act as that by which we pronounce. 
It is thus difficult to separate the consideration of tone from that of pronunciation. 

The throat in its normal state is wide open. In order to close it we require 
a voluntary effort. It may be that as we ascend the scale the throat has to be 
partially closed; certainly some vowels require a smaller aperture of the throat 
than others. These alterations, however, are natural, and bear no relation to 
the unnatural squeezing of the throat with which we have already dealt. The 
quiescent and entirely unrestrained condition of the back of the throat, in the 
instant before drinking, is that which should accompany every note we sing. 
The knowledge of this fact prompted Lamperti to insist on the maxim, that the 
sensation during emission of the voice should be like drinking. 

The old masters sang their exercises chiefly on the vowel which demands 
the greatest unconsciousness of tongue and throat, and which, when rightly exe- 
cuted, causes the greatest space in the throat and mouth, and the noblest type 
of sound of which the voice is capable. 

It is to the sound ah that reference is here made, although rather to the 
Italian pronunciation as in the word anima (ahneemaK) than to our English pro- 
nunciation of the vowel in father. Thus, the looser the tongue the richer will be the 
"ah," and the fuller the tone; this vowel sooner than any other reveals any rigidity 
and consequent closure of the throat. 

FAULTY PRODUCTION. 

The obstacles encountered by the student while striving after purity of tone 
and open throat are generally classified under four heads, and to these and to 
their avoidance we will now direct our attention. 

1. Throaty Singing. — If, while endeavouring to sustain the ah, the throat 
and tongue are held rigidly so that the result is a distorted aw, we say the note is 
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"throaty." Yet it is not the pure aw which we should produce if we were in- 
tending to sing the word law, for although the latter requires the tongue to be 
slightly drawn back, no rigidity accompanies it. (See page 22.) 

2. Nasal Singing. — If the ah sounds ahng, or awng, it is through a con- 
traction of the soft palate, nasal cavities, and nostrils. This is known as nasal 
singing, and is, as it were, an adulteration of ah through the addition of the sound 
of ng, quite different from the way in which Ave should sing certain sounds in the 
French language with ease and freedom. (See page 22.) 

3. Frontal Singing. — Another type of faulty tone is that produced by 
squeezing the throat, probably just above the vocal cords, while singing not only 
the higher notes of the chest voice, but also those of the 1 upper medium register. 
This distortion brings about a bawling or hooting, accompanied by a sense of 
vibration of the frontal bone. The high notes of women's voices, when rigidly 
produced, are generally tinged with this quality. It can be detected by the 
singer through the feeling of vibration on the forehead, and by the listener 
through the gloomy, sepulchral character of the tone. Thus produced ah be- 
comes distorted into er, or oo, or eu (as in the French ceux). This quality we will 
call frontal. (See page 22.) 

The falsetto of our cathedral altos — the attempt of a bass or baritone to 
make use of the effeminate head-register — too often affords an example of the 
unintentional use of this objectionable method of production. 

4. Colorless Singing. — The last type to bo considered is th.at which 
produces sounds of a bleating and silly character. It is caused by the corners 
of the lips being pulled back and down, and by the general rigidity of the lower 
lip, tongue, and jaw. In Italian it is known as voce bianca, in French as voix 
blanche, and may be translated into English as "colorless" or "white" voice. 
This way of singing can scarcely be described as noble. Sometimes it is not un- 
like the utterances of the half-witted, and the face of the singer assumes an inane 
smile. (See page 22.) 

The four distortions of the throat-space considered above are the results of 
our misconception of beauty of tone, or our wrong ideas of placing the voice 
when singing loudly. By whispering ah in these four distorted ways, the student 
will discern the different shapes that the throat assumes; he will also realize how 
it is possible for the breath to be wrongly controlled by these faulty methods. 

The present writer finds it difficult to believe that masters have deemed it 
right that the voice should resound on the forehead, or that they can have said, 
"The voice is all an affair of the nose." Of these distortions, Mancini says, the 
least objectionable Is nasal singing, — st ill this is not artistic, nor can it ever lend 
itself to really artistic effects. 

The great lesson to be learned is that wc are to sing with the right placing 
muscles and not to seek assistance from any of the above erroneous methods. 

Recapitulation. — When wc can sing ah so that it sounds rich and sonorous, 
the throat feels wide open, enlarged to its utmost capacity. Little by little on this 
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basis, we must learn to sing all the notes in the compass of the voice with full 
tone. 

The quality of a vowel has its origin in the freedom of the space behind and 
above the tongue, and in the freedom of the tongue itself. 

As an aid to this freedom, the old masters insisted on the student making a 
rapid tongue movement before singing the ah, and the consonant I was found 
best adapted to this purpose, on account of its demanding a free movement of 
the body of the tongue. This sudden tongue movement, with its entire absence 
of hesitation, became the foundation of the attack of the note, and the freedom 
and richness of the ah was found to depend on its daring and spontaneity. 

THE REGISTERS OF THE VOICE. 

In Italian the stops of the organ are called the registers (i registri). It is 
probably due to this fact, that as the various parts of the human voice are charac- 
terised by a different quality of tone, viz., grand, silvery, or flute-like, these 
different sections have been termed the "registers" of the voice. 

The strings of the harp or pianoforte which produce the lowest notes must 
be longer and thicker than those which produce the notes higher up in the musical 
scale. 

The human larynx contains a marvellously contrived mechanism capable of 
changing the length and breadth of the vibrating edges of the vocal cords for the 
different sections of the voice, as the singer wishes the note to be higher or lower, 
louder or softer, grand, silvery or bird-like. 

Sir Morell Mackenzie, in his work "The Hygiene of the Vocal Organs" 
(Macmillan & Co.), describes a register as a series of tones of like quality produ- 
cible by a particular adjustment of the vocal cords. Here we prefer to base our 
distinction of registers on the classification described in the paragraphs above, 
which may possibly be less scientific, but .more useful for practical purposes. 

CHEST REGISTER,. 

That series of notes in which the vocal cords are said to vibrate in their entire 
length and greatest breadth, and which comprises the lowest tones of the voice, 
is called the Chest Register (see Fig. 8). 

This term is derived from the remarkable and characteristic vibration of 
the chest which is set up when we produce this voice. The deeper the note, the 
lower is this phenomenon perceptible, while with each ascending note the vibra- 
tion is experienced higher in the chest. The grandest notes of this register cause 
a feeling of vibration almost throughout the body. The lower the note, the 
greater is the sense of relaxation, not only of the throat, but also of the broad 
muscles under the chin, which were described in a previous chapter as forming 
the floor of the mouth. 
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When singing upwards in this register, as each note ascends we feel a corre- 
sponding increase in the tension of these muscles. As the vocal cords become 
more contracted in their length, their edges are brought nearer together, and con- 
sequently a gradual increase in the force of the breath-pressure is necessary. 

Hence the higher the note, the greater the support required from the broad 
muscles under the chin, and the greater the necessity for control over the increased 
breath-pressure. While singing the highest notes of this register, the artist must 
employ his utmost skill in order to remain [unconscious of throat, tongue, and 
jaw. 

In the absence of a right method of singing in this register, with different 
people, the notes become throaty, nasal, frontal, blatant, or gritty, and the sense 
of vibration in the chest is diminished. 

A right production of the chest-voice is characterised by a grandeur, a manli- 
ness, and a breadth of tone such as belong to no other section of the voice. 




Fig". 8. 

The Vocal Cords Vibrating in the Chest Register (According to the Generally 

Accepted View). 



How high may one sing in this register? 

As far as one can with the throat open and the breath well under control; as 
far as one can in unconscious freedom of tongue and jaw; as high as one can 
start the note unerringly and proceed in a legato style from one note to any 
other. 

Lamperti says the characteristic (most powerful and grand) note of a bass 
is his high C, and surely this would be in the chest register; while the characteristic 
note of a baritone is his high D. 

The tenor voice seldom lends itself to the production of this broad and grand 
register without giving the idea that the singer is putting on a bigger voice than 
is natural to him; and if he carries up the chest voice, as ho is occasionally inclined 
to do, to C, C#, D, D#, E, and even F, he is accused of singing too open. There 
are tenors who naturally possess notes of almost a baritone character, yet most 
of them find that when using the chest voice they are not unconscious at the 
throat. 
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A contralto and mezzo-soprano can sing in this register from their lowest notes 
up to D, and sometimes Ei?, and rarely Et[. The two latter notes are often sung 
wrongly, however, and there are mezzo-soprano-contraltos who force the chest 
voice up as far as F and G, but with a coarse tone and strained expression. 

The soprano seldom possesses any force in the chest register. As in the case 
of the tenor, her instrument is generally too slight for the production of these 
broad tones, and while C, C#, and D are sometimes fairly powerful, composers 
seldom rely on those notes for any effect. 

A bad singer can, and often does, force up her chest tones to G or higher, 
but by so doing acquires such a rigid habit of singing as to run the risk of shorten- 
ing her vocal career. 

The chest register has been sometimes subdivided into lower and upper, 
but good singing permits such freedom of the instrument that little change of 
mechanism can be detected. 

This register, and likewise the medium voice, can be forced up considerably 
by those possessed of sufficient muscular strength, but never beyond a certain 
point without the note so produced requiring a pressure of breath beyond the 
control of the singer. 

On reaching this point, and on continuing to sing higher with open throat 
and rightly controlled breath, the mechanism of the larynx changes, the vocal 
cords adjust themselves somewhat differently, and another register is said to have 
been brought into action. This is known as the medium register. 



MEDIUM REGISTER 

This is sometimes called mixed voice, through its being accompanied, although 
in a slighter degree, by vibration of the chest, as well as the important sense of 
vibration of the air in the mouth, associated with this register. Occasionally it is 
termed by Italian masters falsetto, as being inferior in force to the grander chest 
voice. Of course, this has no reference to the English term falsetto. 

In this somewhat lighter series of notes the vocal cords do not, it is said, 
vibrate with the same length, nor probably with the same breadth as in the chest 
register. 

The medium voice can be carried down indefinitely, like tho chest register, 
until the lowest notes become almost inaudible by reason of the extreme relaxa- 
tion of the vocal cords, but the higher notes are characterised by a silvery quality 
of great brilliancy. 

On singing up the scale, a narrow band of muscles under the chin gradually 
contracts, until with the highest notes considerable tension is felt. Tho conse- 
quence of singing wrongly in this register will be a fixed condition of the upper 
lip. This will not only interfere with pronunciation, but will render it impossible 
for the upper lip to accomplish a function characteristic of this register; viz., 
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that of gradually raising itself with a smiling expression and exposing the upper 
teeth more and more as the notes ascend. 

This register is accompanied by a remarkable sense of vibration in the mouth, 
as though vibrating against the upper teeth.' The mouth seems alive with sound, 
as did the chest in its register. The higher the note, the farther back is felt the 
sense of vibration against the upper teeth. 

When we produce the medium voice correctly it seems as though each note 
is associated with a mouth cavity of corresponding size. As the notes ascend, 
the upper lip, when acting in independence, is gradually drawn up more and 
more at the corners by means of the smiling muscles, each rising tone exposing 
more of the back upper teeth. When the note is soft, the effect, as regards 
the exposure of the back teeth, should be as though a higher note were being 
sounded. 

In women's voices, Et? or Efc[ (treble staff first line) is the first note of any 
force in the medium register, and this should be felt vibrating against the front 




Pig. 9. 

The Vocal Cords Vibrating in the Medium Register (According to the Generally 

Accepted View). 

teeth of the upper jaw; F would be felt on the second tooth from the front on 
both sides; G on the third or eye-tooth. 

The tenor, on singing this register with any force, should associate his middle 
A with vibration on the front teeth, B on the second and C on the third or eye- 
tooth; with each ascending note he will find the sound proceeding back along 
the upper teeth; on singing these same notes softly he will find them still farther 
back. 

There is undoubtedly considerable difficulty experienced in the production of 
the higher notes of the medium register; so much so, that this register has been sub- 
divided by some into upper medium and lower medium. If we venture on this 
subdivision at all, it is not so much to suggest a difference in the mechanism 
employed, as to lay stress on the fact that these notes are the most difficult to sing, 
and their acquisition forms the hey, not merely to the highest notes of the tenor, but 
especially to the head voice of women. In the case of the latter the upper medium 
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register begins at the note A. This, if sung with power, will vibrate against the 
fourth upper teeth (those next to the eye-teeth), which should be seen through 
the raising of the upper lip. The remaining three notes of this register will be 
produced in a similar way, each vibrating farther back than the previous one until 
the head register reveals itself. 

In the tenor voice the most difficult notes, which we will call the upper 
medium, viz., D, E, F, correspond with A, B, C of the woman's voice, and must 
in the same way vibrate on the back teeth, the upper lip being raised in a smile 
to bring these into view. With this voice he makes Ins most beautiful effects, 
and through it acquires facility in executing his finest upper notes. The notes, 
below his middle A, sung in the medium register, possess little power; yet should 
he sing them in the chest voice, he will still have gained little force, as his voice 
does not usually lend itself to the successful use of that register. 

While bass and baritone voices rely on the chest register up to C and D for 
forcible effects, the true artist is able to add to these, as well as to the lower notes, 
all the softer gradations by singing with the medium voice, as felt vibrating on 
the teeth. 

All that has been suggested with regard to the vibration of certain sounds on 
certain teeth must be considered as stated approximately, and rather as an accentua- 
tion of the important principle that the notes of the medium register must be placed 
forward as it is generally expressed. By insisting on singing the upper medium 
notes with the upper lip independent, the artist will find faulty intonation, as well 
as the terror of high notes, disappear. 

To hold the chin is a great hindrance in this register; it prevents the freedom 
of the upper lip as described above and the sense of vibration on the teeth, and 
causes the frontal tones so often heard from English and German singers. The 
upper notes of bass, baritone, and tenor voices, the upper medium notes of con- 
traltos, mezzo-sopranos, and sopranos, suffer most through this whoopiness. 
The difficulties experienced by basses from A to D, baritones from B to E, tenors 
from C to F, contraltos from A to D, and mezzo-sopranos and sopranos from A 
to E, generally arise from this rigid production. 

If other than the smiling muscles raise the lip, we are said to be making a 
grimace — an unnatural contortion. In the act of smiling: — (1) the corners of the 
upper lip are raised, and not drawn back as in rage, or irony; (2) the fleshy sub- 
stance of these raised corners is tender, not rigid; (3) the redness of the under 
surface is exposed to its extremity; (4) the pinkness of the gums is visible; 
(5) most of the upper teeth are seen. 

The effect of this raising of the corners of the upper lip is to contract the 
lower lip until it is pressed against the lower teeth, while there should seem to be 
a space between the upper lip and the teeth. 

All the above signs need not be invariably insisted on, but only those that are 
natural to the smile of each individual. 
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HEAD REGISTER. 



The head voice consists of a series of notes differing in character from those 
of the chest and medium registers, and presumably produced by a different action 
of the vocal cords. It is characterised by a fluty and bird-like quality, lovely 
and essentially womanly. It can be produced by both sexes, but while in a man 
it is so feeble and effeminate that few would venture to sing it in public, its use 
by mezzo-sopranos and sopranos is in the present day more highly prized, not 
only by reason of the loveliness of its quality, but because of its comparative 
rarity. The vocal cords are said to vibrate for this register in only a small portion 
of their length. 

If we discover with the hand only a feeble contraction of the muscles between 
the chin and the larynx while singing a high note as softly as possible, and if this 




Fig. 10. 

The Vocal. Cords Vibrating in the Head Register (According to the Generally 

Accepted View). 

note is accompanied by a sensation of sound reflected or ringing towards the back 
of the head, beyond the last upper teeth, we are singing with the head voice. 
This register receives its name from the above phenomenon; in order to produce 
it all the upper teeth must be shown by the smiling muscles, and the lower lip 
should be felt against the lower teeth. 

When it is used by a man it is not that whoopy falsetto which is so often 
mistaken for head voice, neither is it that soft effect sometimes heard in the very 
high notes of the tenor voice, which are produced by the medium register. It is 
smaller, still farther back than the last upper teeth, and it is important that the 
male teacher should learn to know and recognise this voice, or he will not be able 
to teach his mezzo-soprano and soprano pupils how to sing it. 

The head voice can be sung by a woman as low as A (second space), but this 
note will be feeble; gradually with the ascending scale it acquires more force, 
until at C, Cjf, and D it could be used successfully as a soft effect in a large hall. 
On arriving at E, she can produce a note of some power, especially if she possesses 
a mezzo-soprano voice. 
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Lamperti says that the mezzo-soprano and soprano should always sing E 
completely in the head, and that this accomplishment is the key to the high notes 
so much coveted by them. According to this, the mezzo-soprano and soprano 
must never sing E in the medium voice. There are many singers who sing E, F, 
and F$ in the medium register, but these seldom reveal to us the lovely head 
notes above; they rely as a rule on disagreeable frontal tones. 

The characteristic note of the mezzo-soprano in this register is F (fifth line), 
but only when she has acquired the control over the powerful breath-pressure 
necessary to this note, and understands how to place the lower notes. 

A soprano's characteristic note, so sonorous and telling in a large room, is G. 
On this note she should be able to pronounce easily, and to express every senti- 
ment. The student must not expect, however, to hear this characteristic and 
powerful note very often, for most sopranos, in attempting the dramatic effects 
demanded by the modern composer, are apt to force up the medium voice and 
make F or F| then great notes, thereby depriving themselves of the power of 
singing in the head voice up to C or D, and oven higher, as did the singers of the 
old Italian school. 

It would be of advantage to every mezzo-soprano and soprano to study the 
head notes as low as B|? or C; although these would be too soft for public singing, 
the head register (by reason of its fluty, bird-like character) could be more easily 
distinguished from the medium register, than if it was only begun at E. 

The fact that whoever sings with head voice is not holding the throat makes 
the practice of this register advantageous to the student, as it compels her to study 
a right breath-control. This practice is equally good for men's voices, though 
the register is useless for public performance. 

Having conquered head voice to E, the mezzo-soprano must next acquire 
the greatest note of her voice, which is F, and also the notes above. 

Similarly, when the soprano has conquered head notes up to E, she must 
set about acquiring those up to G, which is her finest note. The notes above, 
no less brilliant, although slightly less powerful, will be comparatively easy; for 
once having mastered the head voice up to her characteristic note, she will 
scarcely go back to the old habit of frontal singing on the higher notes. 

A real contralto may be able to produce head notes, but will never use them 
in public, for they are not powerful enough to be heard in equal force with the 
upper medium register, in which D may bo said to be her characteristic note. 

The reward of singing rightly is: — facility in entering the head register 
whenever we choose (there being no throat rigidity to prevent it, and no fear of 
the breath running out in waste); the mechanism of the medium voice comes 
unconsciously into play up to Eb whenever we require a louder voice (and this 
cannot overstep its limit, for if it did, we should recognise the mistake by the 
change to throat stiffness and frontal tone) ; and the mezzo-soprano and soprano 
can utilize the softness of the head notes at C, and, swelling out, change uncon- 
sciously to the more powerful upper medium, or vice versa. 
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The E (fourth space treble staff) of the head voice is associated with a 
feeling of reverberation towards the back of the head, say one inch below the 
summit, F a little higher, while G is felt at the summit, and A and B some- 
what towards the front. Below E the point of reverberation grows more 
indistinct. 

Lamperti, referring to this voice, compared the localising of the feeling of 
reverberation to the position of the keys of a piano, inasmuch as the ascending 
notes seem to rise slop bij step. 

Most singers associate a given place with the various notes of the different 
registers. The good singer, however, while recognising the accompanying phys- 
ical sensations in the chest, medium, and head voice, knows that when he is 
singing rightly the appropriate registers reveal themselves unconsciously. He may 
notice that the vibration connected with a note moves to a different place on 
swelling or diminishing that note; but ho will know that he is singing rightly 
when he can pronounce and express any sentiment; when he can start the note 
unerringly and can join it in legato style to any other. 

Thus there may be three registers, but when rightly produced, these so dove- 
tail, as it were, one into the other, as to form one long even voice. 

A word of warning! The higher the note in any register, the greater the 
sonority; but at the same time a proportionately greater pressure of breath is 
required. The inclination of every student is to hurry his studies, and through 
abuse of the highest notes of the chest and medium register, to make a 
powerful voice, in order that he may appear the sooner on the operatic 
stage or concert platform, regardless of the fact that to sing with expression is 
an art scarcely less difficult than that of playing the violin or -pianoforte. Thus 
basses and baritones are apt to produce the highest notes of the chest register in 
a manner more like a shout than a musical note. The tenor often uses the chest 
voice instead of the medium, and this especially at C, D, E, and sometimes F. 
Contraltos, mezzo-sopranos, and sopranos force upwards the resonant chest 
voice to F or even higher, and by so doing acquire a tightness about the throat 
which affects the higher notes, and in the case of mezzo-sopranos and sopranos 
prevents the use of the head notes, which in the woman's voice are the loveliest 
of all. 

Every singer forcing up the registers feels that he is obliged to tighten the 
throat. His artistic perception revolts against the hardness and want of ex- 
pression in the notes, therefore he endeavours to loosen the throat and tongue, 
and a strange struggle ensues. On the one hand, ho tries to loosen his throat, 
while, on the other hand, he sings a grander note than he can produce in freedom; 
he must hold his throat and tongue, and yet he endeavours not to do so. The 
residt is a quivering of the muscles and that plague of modern singing, the tremolo. 
To cure this the singer must for a time refrain from practising the loud upper 
notes both of the chest and of the medium register. Although at first his voico 
will be weaker, it will bo on a right basis, and little by little ho will learn to pro- 
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duce the upper sonorous notes of his voice, be it chest or medium, in calmness 
and steadiness. 

The true artist prefers to strengthen the lower notes of each register and 
these he is able to intensify. He impresses the listener by his calmness and 
reserve of force and displays certainty and vigor when attacking the highest notes 
for the purpose of producing special dramatic effects. The bad singer, on the 
other hand, is compelled to rely entirely on the highest notes of the registers, with 
the result that his singing is characterised by a sense of strain and effort, which 
becomes painful to his audience as he approaches his climax. 

Let every note be produced in unconscious freedom, and the power of cre- 
scendo and diminuendo, the messa di voce, are at command through the registers 
unconsciously changing whenever necessary. Scales, diatonic and chromatic, 
arpeggios, turns, and trills are now rendered with comparative ease, whereas 
when attempted with rigidity the result is failure, and gives rise to the remark so 
often heard, "My voice is not a flexible one"; or "/ never could trill." The vocal 
music of the older composers requires a technique as thorough as that exacted 
by the music written for any other instrument. What would be thought of a 
violinist or pianist were he unable to execute the passages contained in the clas- 
sical repertoire of his instrument? Is not this inability too often exhibited by 
singers of the present day? 

VOICE-FORCE AND INTENSITY OF BREATH- 
PRESSURE. 

The table here inserted shows the relative strength of the various voices in 
the different registers. While the good singer can change imperceptibly from 
one register to another in order to vary the force of the note, ho can undoubtedly 
also increase or diminish its force while keeping in the same register. It would 
be hazardous to say that this increase of pressure is the sole agent, as mental 
processes which we cannot define are probably also involved. 

It may be stated that, in a certain sense, for every note of the human voice, 
and for every gradation of force pertaining to it, there is a condition of the mecha- 
nism of the instrument which is appropriate to this, and to no other note. Further- 
more, rigidity of the instrument prohibits the accurate control of the mechanism 
necessary for a given force of any note. The artist can increase the intensity of 
his tone without increasing its volume, and thus can produce the softest effects 
in the largest theatres. By his skill he can cause this soft note to be heard as far 
as a loud one, arousing feelings — as of distance, and such emotions as memories 
of the past may bring. He can produce equally well the more powerful gradations, 
until he reaches fortissimo, without overstepping that control which is the bound- 
ary of noble and expressive singing. 

Should the indifferent performer venture on a soft effect, the absence of 
breath-support would cause him to become inaudible; on his attempting to swell 
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TABLE OF THE REGISTERS OF THE DIFFERENT VOICES 
AND THEIR VARIOUS DEGREES OP POWER. 
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Full power. J= « * 



Contralto. 
j A Head Register. 



little power and very little character. 



k*dp 



* 



Medium Register. 



j£; I Full power. . , [etc 



'Moderate power.j 



"2'? a; 



i 



Chest Register. 



a. ns 

re 

■s 



^§ 



S3 C 

o o 






IT 



535E 



Full power. 
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Tenor. (The sound of the Tenor Voice is really an octave lower when the Treble clef is used.) 
Head Register I Feeble and effeminate in quality 



1 



Medium Register. 



i — r-n most splendid characteristic 

| not very powerful 1 1 notes. 



$ 



Moderate power. 



but brilliant. 



o g o... 



rate power. I , """"*"•-■ ., u 



Pil [j^l il 



^^5 _o_^^ ^ 



| little power. 
Chest Register. 



Upper Medium Register 



hazardous and of doubtful 
advantage. 



-<5: <; i 



P5^ff 



^=n#^^ 



~cr 



K>fio 



| Moderate power and i 
I little character. _J 



Baritone . 
Head Register. 



m 



Feeble and effeminate. 



Medium Register. 



^ 



Moderate power. | 

^o o j jo o ^ ^ ~ <K. 



brilliant splendid 
. notes., L 



Chest Register. 



j >«> h o o $o "ft 



Full power. 

t?o go 



^-■^■^ 



tr* 



P 



3CE^IH 



w 1^0 «> i f 



o SQ^- 



~tc~ 



*o_2 a> "« 

u 



Moderate power. 



Bas--. (The 'Basso Cantante" (or singing Bass) is rather higher and lighter than the"Basso profundd'.) 
Head Register. 



m 



Feeble and effeminate 



Medium Register. 



m 



Moderate power. 

P . o Bo_ 



<s otf ^ 



^ QlP° V 



o flu 



splendid notes. 



Sb 



Chest Register. 



^j^o^M*^^^ 



Upper Chest'' Register. 

l?o bo -leLJj 






^ 



* 



V=7^ 



+{- < * o flo 



31 



■li i/j cs ?r~ 

1:5 -c • ■?= •$ 

Co p « w 
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. Full power. 
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out such a note, the result would be throaty and unsatisfactory. By forcing the 
upper tones of the registers he produces sounds more properly called shouting 
or screaming. One often hears talented performers who can manage some soft 
effects, and even some powerful notes, but not having mastered their art, are 
incapable of supplying the intermediate gradations. 

As we have repeatedly said, the voice is only capable of sounding rightly with 
that degree of force which can be produced with the throat open. 

The accomplishment of swelling a note from pianissimo to fortissimo, and 
diminishing again to softness, was regarded by the old masters as one of the 
greatest tests of good singing; but they did not permit the swelling of the voice 
(messa di voce or filare) to be practised by the beginner. They cultivated cer- 
tainty of attack, using the notes in the lower and middle sections of each register, 
and starting these mezzoforte with a fearless attack so as to avoid a nervous and 
diffident manner of singing. Afterwards they permitted the student to diminish 
the sound to piano and pianissimo; only much later did they consider it right for 
him to practise starting the note pianissimo, and swelling it to its full force; for 
in order to accomplish this, great command of the resources of the vocal instru- 
ment is necessary. 

Force of voice and force of breath are two distinct things. 

By force of voice we mean that degree of sonority possible to it when rightly 
produced. It is not given to the singer to determine the limits of this force; 
they are fixed for him by nature, and he is sure to be dissatisfied with the quan- 
tity, unless he first seeks the quality of the sound. This is the meaning of the 
old Italian maxim, Cerca la qualita, e la quantita verra. (Strive for quality, and 
the quantity will follow.) When we restrict ourselves to notes which we can 
produce by a controlled breath we compel the voice to adjust itself to our breath- 
force. This alone is the natural voice. 

By force of breath we mean that quantity which, though subject ultimately 
to the physical build of the individual, is determined mainly by study and prac- 
tice. The beginner finds he has little or no force of breath; nevertheless, in the 
hands of the artist it is an essential factor. By means of it he regulates the 
force of his voice (within its natural limits) as defined above; but it is of still 
greater importance to him for the purpose of enabling him to intensify the 
quality of his notes. 

Lamperti, in his teaching, was never tired of repeating, "never sing with 
more voice than that which you can produce when you rightly control the 
breath." Again, "the force of the voice should always be less than the force of the 
breath that supports it." He used to say, "the voice shoidd be dominated by 
the breath, and not the breath by the voice." 

Intensity is the basis of all expression in singing, and without it the highest 
effects of which the art is capable are impossible. 

There is no fault more often committed than that of mistaking force of 
voice for force of breath. There cannot be too much intensity of breath when 
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the voice is rightly produced, but the bad singer, instead of intensifying the 
lighter gradations of the voice, is compelled to sing loud sounds wrongly pro- 
duced. Good singing, by the use of the many gradations of the voice, is endowed 
with grace and ease impossible under rigid conditions. 

The amount of fervor which can be produced by the pressure of the breath 
depends on the individuality and the degree of artistic instinct of the singer. 
It is these characteristics, and not the quantity of his voice, which will determine 
the depth or intensity of his expression. The feu sacre is the gift of the gods, 
and certain it is that, in the absence of warm impulse, there will be little real 
expression or emotion in the voice. With the great singer a never-ceasing pres- 
sure of breath is maintained, alike when he is singing his softest notes and when 
he is making his most dramatic effects; but through his natural production the 
effect reaches the audience as intensity of emotion, and so touches the soul, with- 
out the hearer being reminded of the force of breath and effort employed. 
Should this become apparent, the artistic effect is destroyed. 

Bazzini, one of the most esteemed of Italian musicians, late principal of the 
Milan Conservatoire, in a lecture some years ago to the students of that insti- 
tution, spoke words of wisdom when he reminded them that the end of art is not to 
astonish, but to move. 

The true artist keeps his own personality in the background, and strives to 
express to the utmost extent of his powers the meaning of both words and music. 



EXPRESS row. 

The student will have realised the importance of the freedom of the upper 
lip, of the smiling muscles and of the eye. He will now observe that these are 
precisely the features which express the emotions portrayed or simulated by the 
artist. 

The play of the facial organs serves to vary the expression of the sound of the 
voice during singing. As long as the face remains inanimate, so long will the 
sound of the voice be dull and monotonous; whereas mobility of the features is 
invariably accompanied by life and brightness in the tone of the voice. How 
often does one observe on the operatic stage that when the expression of ardent 
love is desired, through absence of the highest vocal skill, the face of the singer 
becomes fixed, and expresses vehemence and anger rather than the intensity 
of his affection. 

Every emotion of the mind has its appropriate facial expression. The 
different qualities in the expression of the voice are dependent on, indeed insepa- 
rable from the changes of the features; the intensity and truth of effect are 
determined by the degree of genius and imagination possessed by the artist. 
The student whose genius prompts him to sing with natural expression would 
certainly become a singer if he possess a voice. 
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The expression considered by the old Italian school as the highest test of 
the freedom of the face, tongue, and throat, was that of the smile. The voice 
should be capable of conveying a smile, and that note of happiness which is most 
grateful to those endeared to us should be heard in every tone we possess, or we 
cannot sing. Should the attempt to practise with a smiling expression lead the 
student to assume an affected appearance, then it would be better to change the 
expression for one of supplication. The raising of the lip is, moreover, neces- 
sary in such dramatic effects as rage, irony, or hatred. These effects, however, 
should not be undertaken during our first studies, but should be reserved for a 
much later period. 



PRELIMINARY REMARKS ON THE EMISSION OF 

VOWEL SOUNDS. 

Singing must be regarded not only as tuning the voice, but more particu- 
larly as the art of prolonging and sustaining the vowel sounds. It would be more 
difficult, therefore, for the student to find the right path in his early attempts at 
singing if he spoke a language which does not consist of such prolongations. Our 
own language as ordinarily spoken does not demand that we rest on the vowel 
sounds. Italian, on the contrary, may be said to be a language consisting 
mainly of sustained vowel sounds and of consonants from which all awkward com- 
binations have been eliminated. By sustaining the vowels and simplifying the 
consonants a language has been formed which is in itself an education in the 
freedom of action of both the tongue and throat. This freedom of utterance 
becomes of inestimable value in the production of pure tone. 

The English student, however, finds it difficult to produce the typical vowel 
sound ah with the resonance and sonority with which it issues from the 
throat of the Italian, and instead of articulating the consonant I with lithe- 
ness and rapidity, is apt to hesitate and stammer. Some preliminary training 
seems necessary to bring his throat and tongue into the condition of looseness 
natural to those of a southern nationality. For example, in analysing the 
sounds of the words Un Italiano (an Italian) we should find it is oo-nee-lah- 
lee-ah-no, with a great accent on the ah. The consonants must not be dwelt 
upon. Now repeat oo-nce-tah-lee-dh-no six times without stopping; this seems to 
set the throat and tongue free in a remarkable manner. Afterwards repeat the 
English word exactly six times, faster and faster; by this a state of rigidity is 
produced. In Italian the vowels are prolonged and the consonants rapidly 
passed over, whereas the characteristic of the English language is to pass rapidly 
from the vowels to the consonants. Thus Italian is more sustained, our language 
broken up; the one fosters sonority, the other indistinctness and mumbling. 
During singing all the English vowels have to be sustained, although most of them 
are rapidly passed over while speaking. 
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The present writer has for some years carefully observed the remarkable 
sonority and richness of tone acquired by the practice of sustaining all the 
English vowels, first taking them singly until the production is natural, and then 
repeating them rapidly in groups of two, four, eight or more, omitting all the 
consonants; it is easier to detect and remedy a faulty emission when vowel 
sounds only are sustained. 

Through this simple method of practice a freedom of tone has been ac- 
quired which has seemed like a revelation to the students. They have attained 
the same state of open throat as the Italian, and can sing with a sensation of the 
same ease. 

It may be adopted as a principle that he who can sustain naturally the 
vowel sounds can in similar freedom articulate the consonants. In other words, 
"Take care of the vowels and the consonants will take care of themselves." 

" On turning to the article on pronunciation (page 166) and after studying it 
carefully, it will be seen: — 

(1) That there are only five pure vowels in the English language and that these arc all 
prolonged, viz.: ah (in art and father), ee (in see and key), oo (in cool and shoe), aw 
(in awl and call), and er in (earl and fur). 

(2) The diphthongs or double bounds are two in number, viz.: a (in way and fail) which 
ends in the vowel sound heard in it, with its variation air (in where and there) which 
ends in the \owel sound heard in us or up; and o (in so and woe) which ends in the 
vowel sound in hood. 

(3) Lastly, there are six vowels never prolonged in spoken English; they pass immediately 
to a consonant. These are the a (in am and can), the e (in met and said), the i (in it 
and is), the o (in of and cot) and the u (in up and hoe). 

The well-known master of shorthand, Mr. Pitman, describes the above 
sounds as long and short vowels. The long vowels occur in the sentence, Pa, 
may we all go ton, and the short in the sentence, That pen is not much 
good. Mr. Pitman seems not to have included the vowel sound in er. 

The student will now have formed a clear conception of the characteristic 
sounds of these vowels. To prolong them, however, is not quite so easy as it 
might seem. 

Ah, vowel sound No. 1 is simple. On mentally prolonging this, the throat and tongue 
assume instantaneously the appropriate position. On whispering this for five seconds the same 
freedom may be observed, although there are some individuals who whisper rigidly. Lastly, 
prolong the ah while speaking gently in a low voice for five seconds: the instant the throat 
changes from its natural position we shall become conscious of a certain rigidity, which we must 
learn to avoid. 

A 1 , No. 2 as seen on page 167 (the small t is not to be pronounced). The only way to 
describe this sound is by the addition of a consonant and the t has been chosen. Silently pro- 
nounce six times al, at, at, at, at, at, slower and slower, until the vowel sound lasts five seconds 
before pronouncing the final t. Repeat whispering. Repeat speaking in a low voice. 

A, No. 3. Silently pronounce six times a, a, a, a, a, a, slower and slower, until the 
second sound i l is recognised (see page 167). A variation of this vowel is ai', of which the 
final sound is u* as in up. Repeat ai' six times slower and slower, until the second sound is 
recognised. Repeat whispering. Repeat speaking in a low voice. 

E f , No. 4. Repeat six times e l , slower and slower until the vowel sound lasts five seconds 
before pronouncing the final t. 

l x , No. 5. Repeat six times, i , slower and slower until the vowel sound lasts five seconds 
before pronouncing the t. 
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Ee, No. G. Prolong the ee mentally. Whisper ee, lastly, prolong the ee gently in a low 
voice for five seconds. 

Oo, No. 7. Prolong the oo mentally. Whisper oo, prolong oo gently in a low voice foi 
fire seconds. 

h oo'\ No. 8. Repeat six times 'W 1 , slower and slower until the vowel sound lasts five 
seconds before the final d. 

Aw, No. 9. Prolong aw mentally, then whisper aw, lastly, prolong aw in a low voice for 
five seconds. 

0, No. 10. Pepeat six times, o, slower and slower until the last sound which is h oo d (in 
icuuil) is recognised. 

0', No. II. Repeat six times, o', slower and slower until the vowel sound lasts five seconds 
ln-fore the /. 

Er, No. 12. Repeat six times er. Prolong er whispering, prolong er in a low voice for 
five seconds. 

t' 1 , No. V.i. Repeat six times u f , slower and slower until the vowel sound lasts five 
seconds before the I. 

The list of English vowels is now complete: — 

ah, a', a, ai r , ( A , i\ ee, oo, ''oo' 1 , aw, o, o l , er, u 1 -. 

(The small * is not to be pronounced.) 

a is ;t double sound or diphthong which terminates in the sound ih 

ai r is a double sound or diphthong; which terminates in the sound u 4 . 

o is a double sound or diphthong which terminates in the sound h oo d . 

We will now train the tongue to join the vowels in groups of two, first whis- 
pering them and then speaking in a low voice until the tongue and throat act as 
freely and unconsciously as in the whispering. 

ah a' ah a* ah a* ah a' as in the words Ah, am I going? 

K^ ^w ^_yv^ \^/\^s ^_/ 

(In a* the final i is not to be pronounced.) 

a* a a 1 a a* a a 4 a as in the words As able. 

(A in able, this is a double sound and ends in i 4 .) 

a ai r a ai r a ai r a ai r as in the words TJiei/ air. 

^y ^y^~/ '•w'^y ^^^•' 

(The final sound of ai in air is u\ the r is not to be pronounced.) 
ai r e' ai r e* ai r e 4 ai r e* as in the words Air every one. 

e 4 i< e 4 i 4 o 4 i 4 e* i 4 as in the words any, even/. 

i* ee i 4 ee i 4 ee i 4 ee as in the words 7/ eats. 

ee oo ee oo ee oo ee oo as in the words He who sings, 
^y ^y ^_y \s \y ^— • v_y 

oo h oo d oo h oo d oo h oo d oo h oo d as in the words who would. 

^ s_-" v^ \~s \^ \^ V^ 

h oo d aw h oo d aw h oo d aw h oo d aw as in the word war. 

s_/ v^y \^ v_y \^y \s ^-y 

aw o aw o aw o aw o as in the words dig or hoe. 
^_y^y \^\_y w^-y \~> 

o o 4 o o 4 o o* o o l as in the words oh of. 

o 4 er o 4 er o 4 er o 4 er as in the words of her. 

er u* or u 4 er u 4 er n* as in the words her husband, 
■^y-^y ^_/^^ \^^y \s 
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Now proceed to groups of four: first whispering, then speaking in a low 
■voice. 

ah a 4 a ai r ah a 4 a ai r ah a' a ai r as in Ah, as they fare. 



e 4 i 4 ee oo e* i f ee oo e 4 i 4 ec oo as in event eve too. 



t it 

ee oo h oo d aw ee oo !, oo d aw ee oo h oo d aw as in He who would talk. 
o o* er u 4 o o 1 er u 4 o o 4 or u' as in So of her son. 

<-~S< — ' \^/*-^\~S'^S •• — -- ^_/ S_-- \^- -w 1 

Now practise the vowels in groups of eight. 

1st group. Ah a* a ai r e 4 i 4 ee oo as in the words Ah, as tha/ fare every eve loo. 

2nd group. Ah oo ''oo' 1 aw o o 4 er u 4 as in the words Ah, who would talk so 
v-/ w ^ ^^-w ^ j- her sonf 

Finally prolong all the vowels in one group — 

Ah a* a ai r e 4 i 4 ee oo b oo d aw o o 4 er u 4 as in the words Ah, as they fare 

ercrtj eve, who would talk so of her sonf 

Analyse the tongue consonants, quietly repeating them in a low voice. 
Observe that the jaw need not move in pronouncing these, /ah, dah, ta\\ nah, 
rah, (/ah, hah, thah. 

Analyse also the buzzes: — the th (in them; those), the v (in wane, vain), and 
the z (in zeal, has), and the s (in treasure, measure). 

Study also the double buzzes: — of them, those waves, those clothes, he 
treasures them. 

Study also the freedom of the lips in the remaining consonants, i>ah, pah, 
muh, chcdi (in church), /ah, sah, .s//ali, thah (in thumh), and _>ah (in y'ar). 

Lastly, endeavour to recognise the great principle 11 at ll.e habit of starting 
a note exactly on the pitch intended reveals a freedom of voice which produces 
unconscious pronunciation and expression. 

The foregoing has suggested important exercises which should be considered as 
complementary to the body of this work. They will form a useful adjunct and will 
prove of great value to the English speaking student, who, as we have said before, 
is not prepared by his language for sustained utterance of full and natural lone. 
Thus, on page 49, he is recommended to study starts on all the vowel sounds, — 
in reality variations of Exercise 2 (see page 60). On page 50 is an example for 
acquiring facility of tone-production through rapid changes of note and vowel. 
Page 52 contains an exercise extending this study. On page 53 variations of 
Exercise 1 are suggested, for the tongue consonants and for the buzzes. On pages 
54 and 55 are variations of other exercises contained in the book. 

44 



Shakespeare — The Art of Singing — Part 1 
THE ART OP SINGING. 



RECAPITULATION IN THE FORM OF RULES TO BE 
STRICTLY OBSERVED DURING PRACTICE. 

Rule I. Prepare the breath in the manner indicated on page 16, first quiver- 
ing, then taking a full breath, so that great expansion is felt at the soft 
place beneath the breast-bone, at the sides of the body, and especially about 
the shoulder-blades. .Such a respiration is noiseless and imperceptible. 

Rule II. Do not venture to sing without aspirating the word about to be 
sung, as though warming some object; now is experienced the sensation 
of freedom of the throat, tongue, and jaw which should accompany all 
singing. 

Rule III. Proceed to start the note exactly on the pitch intended, "in the 
very centre of the sound," as it were. By perseverance in this unerring 
tuning, ice shall attain gradually an unconscious employment of the mechanism 
natural to each note. The throat space behind the tongue will feel wide 
open, the note will sound rich and full, — we have "placed" the voice. 
The tone will seem to be "floating on the breath," the breath controlled as 
though warming the voice, and the freedom of the throat, tongue, and jaw will 
be the same as when ice were only aspirating. 

There will be no hesitation or stammering such as l-ah instead of lah, or oo-one instead 
of one; the vowel will be pure and rich and the expression of the voice natural. Remember, 
changes of note or of word are apt to distract our attention from the "unconscious 
mechanism of the throat" and thereby the balance of the breath-control, prepared 
according to Rule II, is upset. A rigidly held note is often emitted with a clicking sound 
and is accompanied by a puff of breath, by a shock, or, when the note is very rigidly 
produced, by almost a cough; whereas, a rightly produced note speaks fully when we only 
breathe on it, — when we warm it, as it were. 

Rule IV. Finish singing the last note of each exercise with the throat open, 
and with sufficient breath to be able, after a slight pause, to repeat in the 
same breath the last note, or to add a turn, or a trill. By prolonging the 
pause for a few seconds before singing the final test-phrase, the student 
will ascertain if he is holding up his ribs with the muscles near the shoulder- 
blades. He thus tests his breath control, while his throat is in its natural 
open state. The extra note or passage should be sung with steady breath 
and with fulness of tone, as shown by the richness of the vowel. 

Rule V. If necessary, curtail, or sing more quickly, any of the exercises, until 
they adapt themselves to the breath length of the student, who should accus- 
tom himself to practise u-ithout accompaniment of any kind, only touching occa- 
sionally a note of the pianoforte. 
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Rule VI. The chest register reveals itself by a sensation of vibration in the 
chest; the medium register, by a sensation of vibration of the air in the 
mouth against the upper teeth; tho head register seems to resound toward 
the back of the head. 

Freedom about the corners of the raised upper lip should accompany the singing of 
the higher notes of the medium register, and all tho notes of the head register. The 
voice should convey the expression of a smile. 

The old masters enjoined the use of a mirror for detecting any rigidity of the features. 

Rule VII. Every ascending note in the different registers demands an in- 
crease in the breath pressure, yet, in accordance with the table between 
pages 40 and 41, the sonority or volume of the note when produced with the 
throat open should not demand more breath than the student can rightly 
control. 

Although, later on, the student will sing the most powerful sounds of which his voice 
is capable, even these should he produced by a breath pressure over which he lias perfect 
control. Failure in observing this rule brings about the "tremolo." 

Rule VIII. In all the exercises let the vowel sounds be sustained as naturally 
as prolonged talking. 

The tones when rightly produced will be neither throaty, nasal, frontal, nor colourless, 
and the individual expression of each singer will be revealed in the quality of the notes. 



The first six exercises (pages 58-68) are to be practised: 
By Sopranos, from C below to D (fourth line), and gradually, as freedom is 
acquired, up to F. 

By Mezzo-Soprano-Contraltos, from low Bi? to C (third space), and later to E. 
By Contraltos, from low A to \\ (third line), and later to D. 
By Tenors, from J) \o El?, and later to F. 
By Baritones, from to C, and later to D. 
By Basses, from A to A, and later to C. 



The subsequent exercises should be transposed: — 

By Mezzo-Soprano-Contraltos, into Bt? or A. 
By Contraltos, into A\? or G. 
By Baritones, into Bb or A. 
By Basses, into G or F. 
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STARTS ON ALL THE VOWEL SOUNDS 

For the harmony of the rest of the scale turn to exercise N2 2, "Starting- the Vowel" page 60. 
Make a study of all the vowel sounds. 
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al 


i ah 


ah 


ah 


ah ah 


al 


i ah 


al 


\ ah 


ah 




ah 


at 


a 4 


at 


a 4 


a 1 a 1 


a 4 


a 1 


a 4 


at 


n« 




a 1 


a 


a 


a 


a 


a a 


a 


a 


a 


a 






a 


ai 


r air 


air 


air 


air air 


ai 


r air 


ai 


r air 






air 


et 


et 


et 


et 


e l et 


et 


et 


e' 


e l 


<? 1 




et 


it 


it 


it 


it 


it it 


it 


it 


it 


it 


it 




it 


e 


e ee 


ee 


ee 


ee ee 


ee 


5 ee 


e< 


i ee 


ee 




ee 





00 


00 


00 


00 00 





3 00 


0( 


3 00 


00 




00 


h o 


3 d h oo d 


h 00 d 


li00 d 


•>00 d h oo d 


^0< 


3 d h 00 d 


q 0( 


3 d h o d 


hoo d 




hoo d 


av 


v aw 


aw 


aw 


aw aw 


aw 


7 aw 


a\ 


v aw 


aw 




aw 





































ot 


l 


ot 


ot 


o l o 1 





ot 





ot 


o ( 




o 1 


ei 


er 


er 


er 


er er 


ei 


er 


ei 


er 


er 




er 


A 


u l 


u 4 


u 1 


ut ut 


u 


u l 


u 


1 u l 


u l 




u 1 


v ] 
























JT 1 _ 








— 


















Cr\ 








- 


















V \) 








A 


r 




~r. 






~^r. 






• J i 




~g 






~MZ 


^ 


-6. 


i. 


T. 




■^~— 


)2 




etc. 












/7N 














rr\ 




















' 1 










)' 




























/ r. 




















<* 










ftr- 




€\ 


3 




r 


















T 5 
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THE ART OF SINGING 

FOR ACQUIRING FACILITY OF PRONUNCIATION 

Preliminary exercise for acquiring - facility of pronunciation through rapid change of note. Be- 
g-in slowly and increase the pace as facility is acquired. 



r^r 



etc. 



n\ 



-IHHHjhF ^ 



ZJT7T7 



^ 



~* — *^» — * 



* d • 



ah a 1 ah a 1 ah a 1 ah a 1 ah a* ah a 1 ah a* a a 1 a a 4 - a a 1 a a* a a 1 a a 1 



% 



5 5~ 



S 



^ 



f 



^TFff 



"mm 



¥ 



^m 



m 



/C\ 



r\ 



J J J « h 7 I J > J~^ J J J ^J~^-i 



I 



a air a air a air a air a air a air a air e* aire* aire* air e t air e* air e 1 air 



i 



1=P 




f^ 



P 






±E 



^ 
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THE ART OF SINGING 



% 



rt\ 



/T\ 



fE Ff=f==f=^ ^3^^ ^f=^ r r r r F- f-f r r ft 



oo h oo d oo h oo d oo h oo d oo h oo d oo h oo d oo h oo d oo h oo d aw h oo d aw h oo d aw h oo d aw h oo d aw h oo d aw h oo d 




P 



^ 



=¥ 




PSS 



^-■M-j-^-J-"hJ J J J-J-J-j-i 



/C\ 



I I J 



W * J - J *E 



^ 



o* er o l er o* er o* er o 1 er o l er o l 



er u* er u* er u 1 er u 1 er ii* er u 4 er 
0> ^ 




^ 



d J * 



J^ J J J J ^ 



(C\ 



/C\ 



» P "~ j J T ^ a ^ » F| » P |» F> - I 



u l ah u 1 ah u 1 ah u l ah tf ah u 1 ah u* ah a 1 ah a 1 ah a 1 ah a 1 ah a* ah a* 



m 



/7\ 

i 






/Ov 



^^^ 



^ 



i 
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THE ART OF SINGING 

VOWELS IN GROUPS OF FOUR 




^Vb—g—ai - * ~rj 



j^U ^-M^ 



z i i ! r 



/C\ 



5^ 



3=£ 



S= 



»» i 



i 



ee oo h oo d awee oo h oo d aweeoo h oo d aw ee o o* er u* o o l er u 1 o o l er u* o 



Pi^f 



Pf 



^"^ 



^ 



^ 



^ 



=^ 




/C\ 



£2223E5E52E3 H2E2E223523 ESS 53 ^^~ 



o, 



^3E 



i 



ah a* a air ah a* a air ah a 1 a air ah e l i* ee oo e 1 i' ee oo e 4 i 1 ee oo e* 



£ 




,C\ 



rrprr r rrr^ ^ 






s 



• r i> 



eI 



ee oo i>oo d awee oo h oo d awee oo h oo d aw ee o o' er u' o o l er u* o o* er u* ah 

^\ i 









P 



w 
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Shakespeare — The Art of Singing — Part 1 
THE ART OF SINGING 

VARIANTS ON THE EXERCISES 

When the student finds he has not acquired the freedom necessary to the natural production 
of ah and lah, let him begin with vowels. 

Exercise 1, pag-e 58 may be varied by practising - all the tongfue consonants as follows: — 



$ 



/Ts 



^ hL J-J ' i J *i^g 



w 



etc. 



— z) — 
Lah lah 
Dah dah 
Tah tah 
Nah nah 
Rah rah 
Gah g-ah 
Kah kah 
Thahthah 



T) 

lah lah 
dah dah 
tah tah 
nah nah 
rah rah 
g-ah gah 
kah kah 
thah thah 



~~o — 

lah 
dah 
tah 
nah 
rah 
g"ah 
kah 
thah 



ah 
ah 
ah 
ah 
ah 
ah 
ah 
ah 



ah a* 
ah a* 
ah a* 
ah a 1 
ah a* 
ah a* 
ah a* 
ah a 1 



air 
air 
air 
air 
air 
air 
a air 
a air 



Lah lah 

Dah dah 

Tah tah 

Nah nah 

Rah rah 

Gah g-ah 

Kah kah 

Thahthah 
(buzz) 



^ 



lah lah 

dah dah 

tah tah 

nah nah 

rah rah 

g-ah g-ah 

kah kah 

thah thah 

A A 



-©- 

lah 
dah 
tah 

nah 
rah 
g-ah 
kah 
thah 



ah 

ah 
ah 
ah 
ah 
ah 
ah 
ah 



W 






-# 



tP- 






~Si— — 3 



IP 



etc. 



S 



/T\ 



* 



rt\ 



W^ 



w 



Later on practise the huzzes -. Th as in them. V as in vain. Z as in zeal and has. Sand Z 
as in measure and seizure. Also the double buzzes. 



P 



n\*. 



1 



/T\ 



^-^-L^ 



^ 



etc. 



Thah thah 
Vah vah 
Zah zah 

Treas-ure 
Of— them 



thah thah 
vah vah 
zah zah 

meas-ures 
of- 



i 



-them 

Those waves those waves 
His clo thes his clo thes 

A A A A 



thah 
vah 
zah 
them 

ah 

ah 

ah 



ah 
ah 
ah 
ah 
ah 
ah 
ah 

A f?\ 



Thah thah 
Yah vah 
Zah zah 

Treas-ure 
Of— them 



thah thah 

vah vah 

zah zah 

meas-ures 

of- 



-them 

Those waves those waves 
His clothes his clothes 



thah 
vah 

zah 
them 

ah 

ah 

ah 



ah 
ah 
ah 
ah 
ah 
ah 
ah 



$ 



W 



% 






cr- — -72- 



r\ 



m 



i 



r\ 



etc. 




S 



W 



* The 



to be sung- before each phrase 



51 



Ex.3, page 62 



jii 



Shakespeare — The Art of Singing — Part 1 
THE ART OF SINGING 



A A A A A A A 



iiUJ ' iJJ J i^^g 



t— rt 



e£c. 



Lah da* tay ne'er re' git kee thoo Lah ah 

(buzz) 

Lah doo too k naw ro go* ker thu s Lah ah 

(buzz) 

Bah tah mah char far sah shah thah jah ah 

(at; in thumb) (in jar) 



Ex.4,page64 



^ 



A A 



5 



^ 



# 



eic. 



ah a* a air Lah lah lah 



ah 



« — ^ > > => A — A — * => — 


E*.5,y-ge05 (fr<T i^_>^J 1 J eJ 1 ^ J 1 ^ ' " J 'I 



e/c. 



ah a 4 a air Lah lah lah 



ah 



AAA 



Ex.6,page66 - ^ j{ ^~j _ J H"T" j }jJ~-_j 1 J J J 1 '"H ^^^H J * 



eic. 



ah a 1 a air e* i l Lah lah lah lah 



Ex.7, page 68 



^4—^ 



A A 



P^ 



etc. 



Ex. 8, page 69 ,(fo C? 



59 ^g 



ah a' a air e' i* Lah lah lah lah 



A A * A 



¥ 



< tJ ' J 



ere. 



ah a* a air e* i* ee oo Lah lah lah lah 



Ex.9,pag-e 70 



m 



t 



A A ^ 



^ 



ere. 



ah a 1 a air e* i* • ee oo Lah lah lah lah 
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THE ART OF SINGING 



Ex.10, pag-e 70 gp=3B 



i 



t 



g^^E 



* 



/7\ A 



ah a* a air 



e* Lah. 



etc. 



Ex. 11, pag-e 71 "^ il ii L^ 



/CS A 



m 



E^3= 



5 



ah a* a air Lah 



efc. 



Ex.12, pag-e 72 



^ItfS 



A A 



W^ 



w 



^ 



ah a 1 



air Lah lah lah lah 



etc. 



AAA 



Ex. 6, pag-e 83 




ah a 1 a air e* i* ee oo Lah lah lah 



Ex. 7, pag-e 8 (5 



'^m 



5 




etc. 



ah a* 



air ah 



N° s 8, 9, 10, pag-es 88 , 90, 92, in a similar manner. 

Let the exercises on pag-es 128 —135 be phrased with a vowel to each note, thus:- 



N2 1, pag-e 128 




ah a* a air e* i 1 ee oo ah oo h oo d aw o o x er u' all a 1 a air 



Let the exercises on pag-e 136 be varied in a similar manner until they can be sung- in un- 
conscious ease on the typical vowel ah, the goal of our studies. 



N5 3, pag-e 136 




ah a* a air e* i' ee oo ah oo h oo d o o* er u* ah 



Lastly, let the Vocalises be varied by singing- every note to a different vowel, at the discre- 
tion of the master. Before attempting- the consonants in a song- or aria make sure of a free 
production by first singing- only the vowels of the words before the words themselves. 
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Shakespeare — The Art of Singing — Part 2 

PRELIMINARY EXERCISE 

For placing- the voice with unerring- tuning- together with a natural and rapid utterance of 
words. The first word consists of h oo d , u { , n, "one" (see page 166) let the sounds *oo< / and u< be 
tuned in the centre of the note. 

(Carefully prepare and teat the breath control before singing and during the pauses.) 

,____ - * n\ 

VOICE 



PIANO 

(J- =60) 




One two three four five six, ah, one two three four five six, ah, 



m 



/T\ 



1 



m 



m 



m 



w 



t 



m 



m 



^ 




:^±£t 



^\ 



y^y- 



i 



* /c\ 



m 



m 



3 



m 



0. —0—0 * * * * 0. 

One two three four five six, ah, one two three four five six, ah, 



n 



' ah' Gnetwo three four five six, ah, 



Jfc- ■ ^Stt 



-Jg^s 



w% 



m 



^& 



m 



/r 



m 



te 



m 



$5 



* /CS 



^ 



m 



3 



i 



^ 



_«l — 4 4 4 — ^ ^ ^ . 1 ' « l- . 1 « » ■ « — m m w ■ J m m * «_j*_«L-fc_ 

onetwo three fourfivesix,ah, t a h' Oiietwothreefourfivesix.ali, one two(hreefourfivesix,ah 




i 



* ^ 



^ 



o 



s 



^^ 



# 0- 



\ah ' One two three four five six, ah 



one two three four five six, ah, 



*ah 



/T\ 




An extra note to he sung in the same breath in order to test how much command o\er the breath the 
student possesses after the phrase is finished. In a later period of study lie should substitute a turn 

ft- 

or a trill 



after each phrase. 
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r-6- 



- J—a * — -J- 



- * — * 



i 



^F= ^ =h= ^^^ ^ 



One two three four five six,ah, one two three four five six,ah, \ah/ One two three four five six,ah 




r. n n- 



vr\ 



pf*v f^= = ^ ^ rr := ^f^ ^ 



one two three four five six,ah, 



^ 



ah/ one two three four five six,ah, one two three four five six,ah, 




22 



30EJC 



£E 



s 



1=2 



*<T\ 



* ^ 



W 



^5 



ah/ one two three four five six, ah, 



one two three four five six, ah, 



Kah' 




l# 



y * 



7» * ~ m 



* O 




P 



3= 



one two three four five six, ah, 



one two three four five six, ah, 




gg 



#-* — P- 



n\ 



=3z2: 



^i_U-t U ^ 



*ae 



one two three four five six , ah, 



one two three four five six, ah, 



ah 




Either this note, or a turn, or a irtll, must be sung without taking " fresh breath. 
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EXERCISES 
ON THE REITERATED LAH 



j\yi 



RULE IX. Let the sound of the first I be heard in the very centre of the tune and the follow- 
ing - Is will then be sung- with similar freedom. The jaw must not move, but must repose inun- 
conscious ease. 

When necessary, place the thumb breadth-ways between the teeth in order to discover 
whether the jaw moves. Mastery over the I renders comparatively easy the pronunciation of 
the other tongnie consonants d, t, n, r, g(hard), k and th to be practised also later on, see page 53. 
Let there be no cessation of sound between the notes. The sign a indicates a frank and fearless 
start in the centre of the pitch. 



(Carefully prepare and test the breath control before singing and during the pauses 



VOICE 



PIANO 

(J =60) 



^ 



S 



S 



A '^ A 



,* /T\ 



A^ A 



-&■■&■ ■&■ -&■ 



\*b 



Lah lah lah lah lah, *ah' 

For variants of this exercise sec page 53, 



—73 — ■ — zr— 
Lah lah 



A A A A 



/C\ 



W" 



f^ 






3E 



/C\ 



% 



A A 



-a 77 



lah lah 



3* ft* 



i 



1 



I 



/7\ A 



/"> 



m 



rJ r: 



lah, 



/7\ 



£ 



ah' 



Lah lah 



lah lah 



lah. 



Lah lah 




Sp 



P 



P 



P 



-o, 



/C\ 



m 



Either this note, or a turn, or a trill, must be sung without taking a fresh breath. 
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-* S7\ a 



. A 



* /T\ 



3= 



^ 



iv ri 



TT 



ah/ 



t^ 



lah lah 



ife 



lah, 



ah 



Lah lah 



lah lah 



lah, 



/T\ 








^W — p 



"^7 



n\ 



r\ 



n 



a^a 



3 



A A 



/C\ A 



* /7N 



22 



-j9 — jg- 



£ 



£ 



Lah lah lah lah lah, 



l l^ 1 



ah 
/7\ 



Lah lah lah lah 



lah, 



cj c 



Uh/ 

/7\ 



3^g 



331 



7 r J-P 1 



f^ 



^ 



^gc 



p^ 



r\ 



t7\ 



-&- 



ri - 



^ 



,*^ A A 



* n\ 



. /p - 



Lah lah lah lah lah, 



^^ 



^ 



ah/ Lah lah lah lah 
/7\ 



lah, 



\ahy 
/7N 



^1 



^= 



=§^ 



^ 



^ 



-p- /7\ 



42. 



^ 



^ 





Lah lah lah lah lah 



35= 



ah/ Lah lah lah lah lah, 



r7\ 



^ 



£ 



-©- 



/7\ 



4^ 



w 



s= 



/T\ 



m 



^ 



* Either thin note, or a turn, or a trill, must be aung without taking a fresh breath. 



Shakespeare — The Art of Singing — Part 2 

ON STARTING THE VOWEL 



N°2 



RULE X. Let the student start the .vowel exactly on the pitch and endeavour to surpass his 
previous efforts towards singing- with looseness of the throat, tong-ue and jaw. As the throat 
is now wide open, the act of stopping- these detached notes will compel him to control his 
breath rightly. 



(Carefully prepare and test the breath control before singing and during the pauses. 



VOICE 



PIANO 

(J= 80) 



$ 



E 



J. 'I"1'J 



£ 



Ah ah ah ah ah, (ah/ Ah 

For variants of this exercise see page 49. ^ 



ah 



§ 



EE 



Pl# 



>~S% 



/C\ 



^ 



ah ah 



i 



,* ^ 



-.* (CN 



3 



^ 



^ 



ah, 



i 






Ah 



ah 



ah ah 



ah. 






S 



-5 



^ 



^ 



/cn 



^ 



^ 



/TN 



♦ r\ 



I3£ 



Ah ah 



ah ah 



ah, 



if 



(ah) Ah 



ah 



ah ah 



* 



/C\ 



5£= 



3 



* Either this note, or a turn, or a trill, must be sung without taking afresh breath. 
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i 



/C\ 



/C\ 



- 7 «• 7 



7 « T. 7 - 



IsF 



/Ts 






ah, 



i 



Ah ah 



ah 



ah 



ah, 



^T 



zzt 



S* 7 " 



ZEE 



1* 



XT 



S 



/C\ 



— g- 



/7\ 



^ 



s 



* /Ts 






7 f 7 



^^ 



^^ 



Ah ah 



i 



ah ah 



ah, 




ah 



Ah ah 



ah ah 



3: 



«r-tt2 



^fc 



^ 



/T\ 



* rt\ 



* s* 






ah, 



In 



ah 



Ah ah 



ah ah 



ah, 



ah 



Ah ah 



P^EIJ 



5^^ 



§ 



/T\ 



JEL 



j 2 - /7\ 

I * wi ,1' 



* /7\ 






7 j 7 " 



ah 



ah, 



H 



r tf? : 



S 



P 



ah' 



Ah ah 



ah ah ah 



u 



3E 



\ahy 



P 



£ 



/7\ 



-o- 



£ 



"d 



Either this note, or a turn, or a trill, must be sung without taking a fresh breath- 
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ON FOUR DIFFICULT VOWELS 
N9 3 

Lahjle 1 , lee, loo, (the small 1 in le ( is not to be pronounced.) 
RULE XI. Although the tongue must be raised in the centre for the pronunciation of le* 
(as in let) and still more so for lee, with the mouth open a thumb breadth, the jawshould not move. 
Remember the preliminary preparation and test of the breath Jbefore singing- and also the free 
tongue movement for the /. Mastery over these four vowels gives the key to the execution of 
the others. Start in the centre of the pitch; let there be no cessation of sound between the 
notes. 

(Carefully prepare and test the breath control before .singing and during the pauses.) 



VOICE 



PIANO 

(J -69) 



(join as one note) 



/C\ A- 



E 



i i i i 'iiJJ U '"J 



£ 



3 



Lah le* lee loo ah e* ee oo ah ah 

For variants of this exercise see page 54. ^ 



-0 * wr 

Lah le t lee loo 



S 



S 



m 



■s- 



,Cn 



~W 



/C\ A A A A 



=}=t=j=i=H=^ 



^ 



m 



ah e 1 ee oo 



ah 



ah 



Lah le l lee loo ah e, t ee oo 



m 



^ 



m 



i* 



IT\ 



^ 




+ Either this note or a turn, or a trill, must be sung without taking afresh breath. 
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A A A A 



*. AAA 



■— -^ W- /^ A A A A 

0f f ^ 



♦ m 



Lah le 4 lee loo ah e* ee oo ah 



$ 



ah 



Lah le* lee loo 



f=t 



^ 



^ 



m 



/T\ 



r* » 



* /T\ A" 



^j^g 



AAA 



.* /0 



Ff-f r ' r rrr i r ' r ' 



ah e l ee oo 



ah ah Lah le* lee loo ah e l ee oo ah ah 

/C\ . , , /T\ 



i 



zn: 



P 



o- 



P 



RF 



r\ 



/7\ 



m^=^ 




fZ\ A A A A 



^ rfTTTf /> m rr ^ 



p p I* » 



i 1 r m i 



p 



ah e l ee oo ah ah 



Lah lb* lee loo ah e* ee oo ah ah 



3E 






» 



^ 



^ 



g 



/CN 



^ 
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ON INTERVALS AND THE CULTIVATION 
OF THE LEGATO STYLE 



The act of joining - the notes in the legato style might he compared with that of passing- the 
hand over the rounded forms of billiard balls which touch one another. By rightly placing 
the voice, all the notes on the same vowel, whatever are the registers, join unconsciously of 
themselves without slipping and without slurring, and the signs ;=» and '-^ are intended to in- 
dicate this free movement yet perfect joining of the notes. (Remember the jaw must not move 
in these exercises, and there must be no cessation of sound between the iahs.) 



VOICE 



PIANO, 

(J . 60) 



i 



(Carefully observe the first four rules) 
A A a :> > 



* /C\ A 



m 



T3 

Lah lah 

For a variant see page .54. 



w 



lah,. 



Cn) 



ah/ Lah lah lah,. 



T* 



95P^ 



TZ 



"*? 



/7\ 



¥ 



«? 



~w 



~cr 



* t7\ 



xr- 
ah 



rt\ 




A A 



- s i f- 



r\ a 



tTs 



22=«? 



TJO. 



"TO 



Lah lah lah , 



Lah lah 



lah,. 



\ah^ 
S7\ 



r i &'■ 



W& w 



IT 



"9- 

77 



¥ 



n\ 



Os 



=£ 



i 



^\ 



* rs 



P¥ 






/7\ 



Lah lah 



^P 



lah, 



Lah lah 



lah,. 



is: 



"V-l " 



^ 



■#" 



IsT 



^ 



^ 



/C\ 



P...- 6L 



/7\ 



/C\ a 



^^ 



DM' r 

Yah/ Lah lah 



Lah 



lah 



lah,. 



\alv Lah lah lah,. 



K»Z 



=&2 



—?P- 



±EEEk 



rs 



m 



-o- 



a 



* Either this note, or a turn, or a trill, must be ■•> ung withot/t taking a fresh breath . 
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* ^ A A ' 



ZGZ. 



m 



TV 



ah/ 
/7S 



Lah lah 



lah.. 



» —t 



3E 



22 



fcf" 



^ 



=g 



=S? 



=# 



/T\ 



TT 



321 



35= 



N9 5. 



VOICE. 



PIANO. 

© = no. 



A A 



^ 



» /?N A A 



Lah Inh lab. 
For a variant see page 54 ^ 



w 



iv u J ' ^ 



~j*~ 



Lah lah lah, . 



E 






^^ 



S| 



3BE 



/T\ 



P 



S 



"XT" 



-©- 



» *\ 






/^ 



w 



^m 



» /?A A 



3= 



* /* 



32 



^ 

^ 



TT 






Lah lah lah, 



^~ ^ rri. 



Lah lah lah, . 



1 



£iF~ 



^T 



Tf~ 



*J_1 



Tsr~. 



CT 



i 



/7\ 



^gi ff 



TV 



/7N 



-o- 



/Cn a 



* /7N 





* n\ 



EE 










Lah lah 



i 



m 



Lah lah lah, . 



s 



=£ 



g 



zo: 



^pr 



EEEf; 



& 



/T\ 



feg 



^r 



-s - P- 



«= 



ZCE 



i 






ii 
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N96. 



VOICE. 



A A -^A A ". 



PIAN0 V 

J = 88. 



* 



/CN a a a 



Lnhlnhlah lah, 

i^tfr a variant see page 54 



ah. 



f 



W 



«E 



/ 



^ 



^ 



EES 



r\ 



Ttrz: 



/T\ 



EE 



fi 



Lah lah lah 



1?3 



Vi 



kS 



A A a- a- =^ 5_ 



r7\ 



& 



*ee£ 



-^ j^-* 

Lah lah lah 



*r=4 



F 



lah, . 



ah. 



/Cs 



lah, 






JS 



/T\ 



p 



ri-M^pi^J^^ 




ill 



«Q- 7 4« iy 



T 



Vah. I 



ah_ 



/C\ 



Lah lah lah lah, . 



/O, 



1 



3ES; 



/7\ 



,Os 



Ss 



E£ 



{W5t 



tj » J I J - » ■ /i 



/T\ 



^^ 



feS 



~*ii 



Lah lah lah lah. 



^ah_ 



Lah lah lah 



/7\ 



§ 



?rr 



»* 



/C\ 



Later in his studies the student may substitute a trtll Jbr turn. He may likewise sing the turn in the preced- 
ing exercises instead of the single note. 



12 



Shakespeare — The Art of Singing — Part 2 



^F^Tl^ ^ i i%f±^ tir 1 ^f\ 



lah, _ 



ah 



Lah lah lah lah,. 



n\ 



m 



m 



W& 



ft 



^ 



:fcs: 



/t\ 



"W 



a SSSSSSS S i ^*^, i I l_ ^^ ""~-~- I B55HS5H___i <^Ts 

\ ah / Lah lah lah lah, . I ah / 



/Cs 



i 



gssg 



/C\ 



£l 



w 



"IT 



5E=C 



/CN 



Vo- 



r\ 



P 



I&Z 



j? k> * - 



#^k 



izpc 



J jT 7 J J ■ J ■ ■ IgE 



/C\ 



^^ 



¥=* 



Lah lah lah 



IB 



lah, 



ah 



/Ts 



f^ 



f* 



3 



/?\ 



JZ25 



1^1 



^ J T i>i » ? 



^H-t-W 



^^ 



Lah lah lah 



$ 



lah, 



ah 



w 






v& 



iS^— 



m 



^ 



p 



* Later in his studies the student may substitute a trill for the turn. He 
preceding exerciser instead of the single note. 



likewise sing the turn in the 
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N? 7. See final note on page 53. 



VOICE 




PIANO. 
J s 112. 



/Tn 



r\ 



s 



ff 



Fil 









'@£T 



IT 



/C\ 



,Ov 



£T 



s 



^p 



ttEi 



^©- 



vjf^ 



.*3" 





rT\ 



^B 



^ 



?s? 



& 



S 



s- 



^ 



/C\ 



^ 



S 



fc 



* Later in his studies the student may substitute a trill for this turn, but without taking afresh breath* 
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N9 8. 



VOICE. 




PIANO. 
J= 112. 



Lah lah lah lah lah, 

For a variant see page 54 



Lah lah lah lah lah, 



EE 



& 



§S 



§ 



jre T |h 



S 



i 



*= 






*=E 






—or 



* 



rv 



f 



ah ^ Lah h 



J! - 



r_*p * __|_^j J^jjt j. 



Lah lah lah lah lah, 



ah 



i 



s 



^ 



-or 






S 



SIe 



i 



fe 



- ^ ■■■■■' 



7ZT 



* ^ 




H 



^gjl^i-^^hi^HfJ T~HxC 



Lah lah lah lah lah, 



ah. 



Lah lah lah lah lah, . 



t 



S 



l 



H 



^W 



It® 



#s 



^ 



g§p 



s 



*Efc 



1*1^ 



1: 



^^^^ ^^^ r^^^^^^^^ j 



ah. 



Lah lah lah lah lah, . 



ah_ 



I 



fc 



m^ 






#8: 



* 



& 



$ 



$ 



^ 



£ 



fc 



y. i> 



♦ Za/er w /fe studies (he .student may substitute a trill for this turn, but without taking a fresh breath . 
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N° 9. 



'A A A A A 



VOICE. 



PIANO. 
# = 112 



fee 



I 



"A A A A 



•(j. J i f i r-f 0-^4 JW 

Lah lah lah lah lah, ah 



fc 



Lah lah lah lah lah,. 

For a variant see page 54 



W* 1 

Lah lah lah lah 



m 




*?=* 



3= 



x 



$ 



*SI 






ah lah lah lah lah, 



ah 






IF 



i 



&E 



^ 



i 



XET 



^= 



3T 



^^^ 



3= 



N°10. 



TT 



TT 



VOICE. 



PIANO. 

J =120 



i 



i 



-"A A A A 



Si 



Take breath. 



P^g 



# 



7f=f^ft 



m 



Lah lah lah lah lah lah, . 
For a variant \ see page So 



f^m^vm 



3= 



a jrvr a varianr \i 



S 



^33 






^ 






^- ijrirffl 



S 



«& 



TJ^ 



^n 



w 



* Later in his studies the student may substitute a trill for this turn, but without takine afresh breath 
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~"""">/?y 






Lah lah iah lah lah lah, 



lp5 



K 



%': 






-a 



g^ 



4 



m 



Ik 



"JM^ - 



P^T 



JO - -. 



AAA 



^L^ |4p ^^ f ^] ^ f S 



#¥ 



1 



^ 



^ 



* ^^y 



Lah lah lah lah lah lah, . 



ah. 




* Later in his studies the student may substitute a trill for this turn, but without taking afresh breath. 
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N°12. 



VOICE. 



PIANO. 

J; 132 



-A A A a- 



A . A A 



2E 



Lah lah lah, ah 



E& 



v* i , ; i> 



£ 



£ 



Lah lah lah, 
ifar a variant see page 55 



Lah lah lah,. 



S 



^ 






<5S: 



<&a. 



& 



w 



f 



* 



^ 



£ 



r ty 



# 



P^ 



» 



fei 



vj ^yjj Pfi 



Lah lah lah,. 



33= 



ah. 



ah: 



s 



i 



» 



ag 



m 






¥=^ 






^ 



^s= 



^|» * * iJ 



XT 



US 

ah" 



3=jE 



Efe 



=fc 



*< 



Lah lah lah, . 



Lah lah lah,. 



fWjIf 



fe^ 






t- 



§= 



£** 



'«: 



^ 



m 



ElmE 



f * * ti - 




* Zafer in his studies the student may substitute a trill for this turn, but ici/Aout taking afresh breath. 
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EXERCISES ON AGILITY 

Before practising - the exercises on ability let the following- maxims be carefully reconsidered, 
and attention be given to the recommendations concerning- Sopranos and Tenors. 

1. Prepare and test the breath before singing-. 

2. The I to be tuned in the centre of the note with unconscious freedom of the tong-ue. 

3. The mouth to be open a thumb-breadth, the jaw elastic, and never to move except during- the 
singing- of the higiiest notes, when it is permitted to open the mouth a little wider. 

4. The ah to be sung- with the throat perfectly open, the sound of the voice should convey 
the expression of a smile. 

5. The notes must all join and yet be round and clear. (Remember, he who cannot join, cannot sing:) 

6. Although there must be an increase of breath pressure in the ascending- scale and a corre- 
sponding- decrease in the descending- scale, let the quality of tone in the final testpassag-e prove 
that the control of the breath has not been lost—that the throat is open. 

Sopranos are recommended not to use the chest voice in these exercises, but to practise the 
low C and D in the medium register as felt vibrating- ag-ainst the upper teeth; in this way the in- 
clination to sing- chest and throaty notes on the E and F will be avoided. They may commence 
the head notes at C or D, but should always sing- E in this register, and let them not mistake for 
head voice those whoopy notes which are felt resounding- on the forehead. 

Tenors are likewise recommended to study their low notes in the medium register, as felt vi- 
brating- on the upper teeth, in order to avoid the habit of singing- throaty chest notes at A,B,C, D. 



First practise them in the simple form:- 



—r. 



^m 



iJiJiJiiJJ I j 



.etc. 



^ 



Lah lah lah. 



lah lah lah, 



leh leh lehT 



ah. 



If the student finds the tong-ue stiffen at the J, he should practise the first six exercis- 
es thus: — 




As the pupil progresses let him vary the manner of practising- the first six exercises on a- 
gility by the substitution of staccato notes for the l } (this will assist in placing- the voice and in 
the preservation of the breath control, see Rule X., pag-e BO): 
a) 



pm 



^^-J^44-Jg pPi 




Ah ah ah, 



ah ah ah. 



a ^There must be a'cessation of sound between the staccato notes, as: 
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THE ART OF SINGING 

EXERCISES ON AGILITY. 



VOICE. 




PIANO. 
Jll44. 



m 



~m — yi 

Lahlah lah, lahlah lah, Lehleh leh, ah_ 

Uet) 



/C\ 



m 






f - 1 



1 



w 



t^\ 



I 



/TN 



«r w j / ^ y - ^ 



J j j J J^ 



p 



±± 



■m-^-m- 



Lahlah lah, lahlah lah, 



Lehleh leh, ah. 



i 



ah. 



rt\ 



$ 



T: 



ft- 



I? 



S==^ 



O. 



m 



m 




W ~~]s I ^& 



w 



nj j j j i ^ ^^j ^S ^ 



Lahlah lah, lahlah lah, Lehleh leh, ah. 



ah. 



t^\ 



I 



B 



/O, 



^^ 



(fo J 3 JJJ J ^ —^Zj j jgzat^- J~ W J "J J * J m J J J-y- rgi 



^FF^ 




/C\ 



$ 



Lahlah lah, — lahlah lah, Lehleh leh, ah- 



ah. 



/C\ 



/C\ 



P 



* Later in his studies the student may substitute a trill for this (urn, but without taking afresh breath. 
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THE ART OF SINGING. 



i g=JT^ffI^ ^ B £=J-i- J^ d: 



rs 



-*t-^-++dtB&. 



Lah lah lah, lah lah lah, Leh leh leh, ah. 



ah. 





Lah lah lah, lah lah lah. 




Ov 



gg==£ 



n\ 



Lah lah lah, lah lah lah, — Leh leh leh, — ah ah 



n\ 



m 



t 



i 



i 



n\ 



m 



#==£ 



rt\ 



S7\ 



ah lah lnh, — lah lah lah,__ Leh leh leh, ah ah 



3E 



m 



i 



i 



i 



M 



/C\ 



$ 



m 



m 



m 



/^\ 




Lah lah lah, 



Leh leh leh,_^ ah. 



^ 



^ 



± 



1 



i 



i 



ir 



* Later in his studies the student mrty substitute a trill for this turn, but without taking a fresh breath. 
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THE ART OF SINGING. 



N2 2. 



VOICE. 



PIANO. 

i> = 144. 




ii 



Lah lah lah, lahlah lah, Leh leh leh, ah . 

(let) 



ah. 



n\ 



1 



% 



m 



f^f 



fi — * 



m 



/T\ 




a^MB^B^3^TO5 



,3=^ 



A 



I 'm,. « ~ 



m m m a * 



Lahlah lah, ___ lahlah lah,_ Lehleh leh, ah. 



ah_ 



i 



/T\ 



1 



1 



3 



w 



/C\ 



¥ 



^ 



t^^^jrrrWl i j j sT-nim^fTiTT-jTm 



f>, 



Lahlah lah, .lahlah lah, Lehleh leh, _ ah. 



ah. 



f7\ 



=F 



1? 



/C\ 



S 



P 



^ 



a jtti i rt-jj i jjjjjj 



»■?=■?= 






«* » jH 



Lahlah lah, lahlah lah, Lehleh leh, ah. 



ah. 



i 




/TN 



-*i" 



/?\ 



^ 



1 



»» : <^~ 



* Later in his studies the student way substitute a trill for this turn, but without taking afresh breath . 
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THE ART OF SINGING. 



^fcjS^ fe ^ ^ 



Lah lah lah, lahlah lah, Leh leh leh, ah 



ah. 






f=^^^ ^m^m 



Lah lah lah, lah lah lah, Leh leh leh,. ah 



i 



m 



^m 



r\ 



m 



rs 



M 



m 



fe^eag 



i^\ 



^^^ ^B^f Tp^ "^^ 



Lahlah lah, lahlah lah, Leh leh leh, . ah. 



^ 



i 



ah 



£ 



/Cs 






P 




t7\ 



P 



? 




Lahlah lah, lahlah lah, Lehleh leh, ah 



$m 



£ 



ilfe 



mm 



sH 



EH 



£=£ 



* Later in hissludie.it/ie student may substitute a Mil for this turn, but without taking a fresh breath. 
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THE ART OF SINGING. 



N2 3. 



VOICE. 




PIANO. 
A 144. 



^m 



Lahlah lah^ lah lah lah,_ 

For a variant see page 172 



Leh leh leh,. 
(let) 



ah. 



1 



m 



m 






T 



ah. 



r\ 



w 






/?\ 



3-jW J J J ^#U^-j - j ^j^^^h^^^^^ 



Lahlah lah, lahlah lah, Leh leh leh, ah. 



ah. 



r\ 



ff™i 



f 



*: 



^ 



* 



/TN 



£ 



-#LS_ 




Lahlah lah, lahlah lah, Leh leh leh, ah 



ah. 



r\ 



m 



i 



m 



gg£ 



P 



f F 



-pr^ ^p 



/CN 



£ - j ~j jjj ^-^ ^ i j ^ j Uj^jjj»'1 i « m -? JZ D 



o, 



=SE 



Lahlah lah, lahlah lah, Leh leh leh, ah. 



ah. 



1 



/CS 



H 



f 



i 



'■-f 1 =f 



P 



r\ 



^ 



♦ Later in his studies the student may substitute a trill for this turn, but without taking afresh breath. 
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THE' ART OF SINGING. 




Lahlah lah, lah lah lah, Lehlehleh, ah. 



ah 



#=£= gj f 



/C\ 



3E 



? 



=3= 



* 



^ 



/C\ 



1 



^^ 



3E 




Lah lah lah, lah lah lah, . Leh leh leh, __ ah 



ah. 





m^MM'S^^ 



/T\ 



^ i * 



Lahlah lah, — lahlah lah, Leh leh loh, ah. 



ah- 



i 



/CN 



r=s 



^=g 



/Cs 



J^B^gg^^^ 



frfffri ^^gp^ 



Lah lah lah, lah lah lah,_ Leh leh leh, ah 



ah. 



m 



f — * 



ff "*-^ c - _ . -^y" 



SE 



^m 



^ 



p 



^ 



^ 



* Zrtfcr »» fe studies the student may substitute a trill for this turn, but without taking- a fresh breath. 
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THE ART OF SINGING. 



VOICE. 




PIANO. 

A 144. 



Lahlah lah, lah lah lah, 



Lehleh leh, ah. 

(let) 



M 



W 



1 



^m 



/TN 



S7\ 




Lah lah lah, lah lah lah, Leh leh leh, ah. 



£ 



ah. 



/T\ 



~i\ tfj : 



* 1^=t 



-0— 



§S 



/C\ 



* 




Lah lah lah 



I 



# 



r\ 



m 



/T\ 



gj f f f f B 



-p-"ttrE 



Lahlah lah, lah lah lah, Lehleh leh, ah- 



jHr k 



i 



ah. 



« 



^ 



^^ 



* /io'to- j'« his studies the student may substitute a trill for this turn, but without taking a fresh breath. 
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THE ART OF SINGINO. 



N?5. 



voice. 




piano. 



~m — mj 

Lah lah lah7 — lahlah lah, Leh leh lehT ah 

(let) 



ah. 





Lah lah lah, lah lah lah, 



Leh leh leh, ah. 



t 



ah. 



rt\ 



^ &■■ 



IF^f 



3 



$ 



— 



"pT 



* 



/7\ 



b^j5^ ^p sot^^ 



i_j 






/TN 



•-*" 



Lah lah lah,_ . lnh lah lah, Leh leh leh, ah_ 



ah. 



^ 



rs 



m 



r\ 



m 



^m 



i 



p 



m 



w 




Lahlah lah, lahlah lah, Leh leh leh, 



iC\ 



f 



f 



! >-~^ - ■ .a...^. |. 



3=^ 



Hi 



i 



/TN 



^ 



* Later in his studies the student may svbsMi/fe a 'nil for this turn, but wit/unit faking a fresh breath. 
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THE ART OF SINGING.' 




Lah lah lah, lahlah lah, Leh leh leh, ah 



m 



o> 



f 



#»^ 



*o, 



*¥. — •'■ 



a 



i 






p^^ilp 



Lahlah lah, lah lah lah, Leh leh leh, ah 



ah- 



i 



i 



pnnn. 



o, 



f^g 



3£ 



^F==i 



£ 



« 



o, 




Lah lah lah, 



% 



4 



3 



/?\ 



JLr 



M 



i 



^ 



-#-=■ 




Lahlah lah,_ lah lah lah, Leh leh leh,__ ah 



^PgE^g£ffrTp~" gp 




te 



ii 



e£ee 



-*-*- 



ah. 



« 
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THE ART OF SINGING. 



N?6 



VOICE. 




PIANO. 

J = 88. 



Lahlahlah, lahlah lah, Leh leh leh ah_ 

jpor a variant see page 55 



ah. 



n\ 





Lahlahlah. 



I 



m 



r\ 



W^ 



W 



rpnr 



V* 



TrJr 



-dr 




Lahlahlah, lahlah lah, 



Leh leh leh, ah . 



rt\ 



1 



% 



w 






y* 



%*■■ 



m 






.■&■• 



-a- 




* Later in his studies the student may substitute a trill for this turn, but without faking a fresh breath. 
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Lahlah lah, 



r\ 



w 



w 



w 



p>. 



JTh. 



m 



i^^_ 




Lahlah lah, 



I 



3^ 



/T\ 



m 



w 



& 






m 




Lahlah lah 



iH 



/7\ 



¥i 



S; 



m 



W 



m 



m 



sr> 



^ 




Sg 




Lahlah lah, lah lah lah, LehJeh leh 



t^\ 



M 



1 



~w 



^w 



i 



s 



r o- 



■Ss- 



1 



* Zate/- in his studies the student may substitute a trill for this turn, but -without tn/ang afn-i-h brmtk. 
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Lah lah lah, 



i 



/C\ 



2s: 



irrr 



S3 



ir#* 



^\xf- 



^§r 



£5 



-W- 



^^^ g^ ^ fSr^f^-^ ^ 




Lah lah lah, lah lah lah, 



Leh leh leh, ah. 



ah. 





Lah lah lah, lah lah lah 



Leh leh leh,- 
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N27. 



VOICE. 



PIANO. 

J =72 




i 



Lah lah lah lah lah lah lah lah, 

For a variant see page 55 



/7\ 



Lah lah lah lah lah lah lah lah, . 



$ 



T7~ 



1 



77 






if 



tr 




♦ Later in his studies the student may substitute a trill for this turn, but without taking afresh breath. 
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f$jf0^ ^ sm+J ^m 




Lah lah lah lah, 




f^if 



s 



2ZZI 



^^g 




♦ Later in his studies the student may substitute a trill for this turn, but without taking afresh breath. 
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N?8. 



VOICE. 




PIANO. 
J =63 



Lahlahlahlahlahlahlah lah, 



£ 



s 



S 



,ij j 1^ 



f^f^ 



I?*: ki 



i-a 



T f 



w 



/T\ 



i^ 



¥" 




Lah lah lah lah lah lah lah lah, 



1 



afal 



:i 



f^p 



* fl J* 



d 1 R d~ti 



m 



<i00 



r «f 




J_ JT J J JkHJ^jg 




Lah lah lah lah lah lah lah lah. 



/Ts 



w 



3 



* 



J 



-ti. 



fcd 



W 



^ ^ J 



TT 



W 



i 



^ 



/O 



p 



*g 




Lah lah lah lah lahlah lah lah, 



m 



¥ 



•'■■ *1 if : 



tw 



i 



^=$ 



$ 



/On 



^P J P 



r* ^ 



* 



* 



$ 



I* 



if 



# 



^#g 



♦ ZWer ?« his studies the student may substitute a trill for this turn, but without taking afresh brertth. 
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Lah lah lah lah lah lah lah lah, 



I 4 . ■ = iP 



rs 



¥ 



w 



-$ 



m 



m 



rT\ 



P 



f H. 



m 




Lah lah lah lah lah lah lah lah 



$ 



rt — ^L4 



rT\ 



P 



^r 



§g|£ 



^ i 

^p 



S 




Lah lah lah lah, 



I 



/C\ 



SF£ 



^ 



f"? 



W 



F* 



^a 



/CN 



P 



s 




Lah lah lah lah 



-{tJ* 



«e±* 



§ 



? 



5 



3 



¥ 



♦ Later in his studies the student may substitute a trW for this turn, but without taking afresh breath. 
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N°9. 



ftlf'A 



VOICE. 



PIANO. 



WTfW 



Lahlah lah, 




s 



^K 



-©- 



n 



n\ 



IS 



% 






I 



H 




i 



|CN 



W 



tF£ 



^ 



P1= 



FT 



S 



P 



'tjf 



i± 



/C\ 



3ji 



^^ 




/7S 



Pf 



i 






i 



/Cs 



^ 



S3 



*gfe 



Tjs: 





<C\ 



& 



m 



1? 



if# 






-prr- 



tez 



2 



^ 



P 



♦ Later in his studies the student may substitute a trill for this turn, but without taking a fresh breath. 
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i 



rs 



z&: 



ft* 



§s 



^ 



§§ 



^ 1 




Lah lah lah, 



I 



/T\ 



8* 



^ 



93 



w 



^ 



/Ts 



^ 



3ap 



~cr 




Lah lah lah, 



^1 



/tN 



w 



sg 






,0\ 



*P 



e 








^J3I3Jm 



Lah lah lah 



ah. 



Us 



=^ 



* 



^ 



4V c r 



^ 



XE 






* Later in his studies the student may substitute a trill for tins tur/i, bvt without taking afresh breath. 
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N910 



VOICE. 



PIANO. 
J=80. 




„ f ^^==Z- , , ^=^ 1 PP m > I a . * 



/C\ 



Lahlah lah, 



ah. 



/?\ 



P 



|i 



Eg 
PP 



*E~ 



w 



'# 



/r\ 



ip 



S 



??r 




I 



/ 



s 



ggggJJJ 






^jj 



iM~Hp^ 



Lahlah lah,. 



ah. 



/7\ 



f 



^ 



w 



% 



%: 



Ff 



IeH 



£$ 



/c\ 



^ 



3BC 



tea 



?«■ 
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Lah lah lah 



r\ 



i 



W 



w 



% 



m 



PP 



P 



^ i 



w. 




Lah lah lah, 



tTs 



w 



T^ 



f 



< •) : o 



§ 



—a- 






/7\ 



m 




^08^£ 



Lah lah lah, 






M 



m 



^ 



iSl- 



PP 



*r 



■&■ 



m 



# 



^ i 



44M$o- 



F^ 




1 ^ ,1 J i^ J-i 



Lah lah lah 



ah. 



$ 



f 



fcp- 



w 



PP 



£ 



33= 



5EZJCE 



-et- 



♦ Later in his studies the student may substitute a trill for this turn, but without taking afresh breath- 
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N211 



VOICE. 



PIANO. 

J=80. 






•o- 



* Later in his studies the student mm/ substitute a trill for this turn, but without taking afresh breath. 
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N2 12. 



VOICE 



PIANO. 

Jr80. 




# ^^ ~ad 



islll 




* Later in his studies the student may substitute a trill for this turn, but without taking afresh breath. 
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N<? 13 




VOICE. 



PIANO. 

J=84. 



XJ — V* 

Lahlah lah, 



#H 



w 



d ^ \4 



m 



7S. 



iJ V p 



H 



3= 



-R 



•zr. 




♦ Later in his studies the student may substitute a trill for this turn, but without taking a fresh breath. 
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N914 



VOICE. 




Tjp- IF is xy 

* Later in his studies the student mmj substitute a trill for this (urn, but without taking a fresh breath. 
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X9 15. 



VOICE. 



PIANO 

J= 88. 




m 



w 



*=$^ 



m 



n? 



-r 



# Later in his studies the student may substitute a trill for this turn, but without taking a fresh breath 
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N9 17. 



N9 18. 



PIANO 

J= 92. 




* Later in his studies the student may substitute a trill for this turn, but without taking afresh breath. 
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HINTS ON THE PRACTICE OF HEAD VOICE. 

How necessary it is to develope the head register has been insisted on in a past 
chapter. Its exquisite fluty and bird-like quality, the freedom of throat which accom- 
panies its production, and the consequent necessity of rightly controlling- the breath, make 
the practice of this register a matter of vital importance to women It is also of. con- 
siderable advantage .to men, although they cannot exhibit it in public nor make use of 
it except for the instruction of others. There is, however, a further advantage to be 
derived from the practice of this voice, viz, every women who finds the upper medi- 
um notes A, B, C, and D rebellious, throaty, or frontal should for a time study these 
in the softer head register, for having once acquired the control over the breath pres- 
sure which is so essential for singing these head notes with intensity, she will find 
that she can produce these troublesome upper medium notes with ease and correct - 
ness, besides having at her command the softer gradations of tone on the same notes 
when produced by the head voice. 

Men may likewise, and for the same reason, obtain a facility in their higher notes 
by practising them in the head voice. 

If we raise the upper lip with the smiling muscles and sing the middle A as soft- 
ly as possible, with a feeling that the voice is reflected beyond the last upper teeth to- 
wards the back of the head, we shall discover the head voice. We may know we arc sing- 
ing it by the sense of absolute ease in the throat, by the fact that we can express, since 
the lips, eyes, and face are free; and likewise that we can pronounce, for the tongue 
and lips are unembarrassed. In the women's voice the middle A is too soft for public 
use, but B if sufficiently intensified would serve as a useful pianissimo, C for grada- 
tions up to piano, and C#, D and Et> for gradations up to the Mezzo-forte. 
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Lamperti says that head voice alone should be employed for all g-radations from 
E upwards. 

To those who find difficulty in recog-nizing- the head voice the following- exercis- 
es are recommended. 

For women let the aim be to produce with intensification of breath pressure — 



A, B. C, D, E, F as follows 



ppp pp p mf f f 



The D, E, and F, as they require considerable breath pressure for their development, 
present a serious difficulty to the student who is apt to change the register and sing - 
them in a whoopy medium voice. 

When practised by men let the notes be intensified so as to strengthen the pres- 
sure of the controlled breath, but, of course, little force of voice can be produced. 

A genuine head-note can always be swelled into medium voice by a man, but a 
spurious head-note will not swell without breaking - . 

The student need not be afraid of wasting - time by practising" in the lowest part 
of this reg-ister, since by reason of the natural blending" or dove-tailing" of the re- 
gisters, thoug"h he should fail in attaining" a true head voice, he is almost certain to 
produce the medium voice with freedom and perfection. And further, on similar prin- 
ciples, the practice of the following - six exercises low down in the medium voice, will 
assist the bass, baritone, and contralto, to acquire a like freedom in the chest regis- 
ter. Lastly, the first four exercises would, if transposed, form an excellent practice for 



the chest reg-ister itself. 
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EXERCISES ON THE HEAD REGISTER. 

Preserve the fluty and bird-like character of the voice and let it seem to be reflected towards the back 
of the head. All the upper teeth must be revealed and the voice must convey the expression of a smile. 
The mouth must be open and the jaw loose, and not to move with the /, nor while sing-ing- passag-es on 
the same vowel. 



h 



184 



Wil44 



K 3 

•It 144 



K 4 



Piano. 



—r 



— at 



d d d- ■ ' -J— J d m d d d 




)jp ( 



ppp One two three four five six,ah , ____ one two three four five six,ah . ^One two three Jour five six.ah. 

a, a* n\ 



m-^r^^= j^- ^-^ =^ T fn^n-^ 



jmpOnetwo three fourfivesix,ah, lah lah lah lah. ■ ^One two three four five six, ah 



^m 



& m 



AAA 



J^- NJ' }>- J^^-^3-J3 ^ 



pppOne two three four fivesix,ahlahleh lee, ah eh ee. One two three four five six,ah lah lee 

(let) 'ft) 




ppp One two three four five six,ah ah ah ah 
(or) eh eh eh eh 

(et) 
(or) ee ee ee ee 



ah ah ah all ah . One two three fi iur five Mx,ah ah ah 
eh eh eh eh eh. fort eh eh eh 



ee ee ee ee ee. 



(rs/yee ee ee 




*/Q* 



* r\ 






^ 



a^LJ DT 



I 



one two three four five six, ah. One two three four five six, ah, one two three four five six, ah. 

*/?N _— — - — — _ * ^s 



f p p— p— ijCpT Cf LTF 



Pip 



i 



lah lah lah lah ' One two three four five six, ah, 

— -^ *K\ 



lah, lah, lah, lah. 



*/C\ 



lee ah eh ee. One two three four five six, ah la 




$ 



P 

ee. One two three four five six, ah lahleh lee 



Ff P W^iE=J* C_f LT 



ah ah ah ah ah ah. 

eh eh eh eh eh eh. 

ee ee ee ee ee ee. 



One two three four five six, ah ah ah ah ah ah ah all ah. 
for,) eh eh eh eh eh eh eh eh eh. 
(or) ee ee ee ee ee ee ee ee ee. 




* Occasionally, after a alight pause, test the breath control by singing a turn or a tnll. 
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*/Ov 



-0 



I 



w/'Onetwolhree four five six, ah, 



iinetwoihrue four five --ix, ah. One two three four five six, ah, . 



i 



*n\ 



P P p 



^^ 



w/"One two three four five si x , all , Lah 



lah lah lah. One two three four five six, ah,. 



j rrrrg 



mm 



3=± 



» <L I i I 



«/* One t\\ o three fiiur fi\e six, ah lah leh lee ah 



eh ee. One two three four five six, ah lah leh 




w/"Onu two three four fi\e six, ah ah ah ah 
on eh eh eh eh 
ion ee ee ee ee 



ah ah ah ah ah. One two three four five six, ah ah ah 

eh eh eh eh eh. eh eh eh 

ee ee ee ee ee . ee ee ee 




*S7\ 



i r.r i-J c-r^j 



fcf-£=f-g=rf^ 



one two three four five six, ah. One two three lour five six, ah, one two three four five six, ah. 



*S7\ 



p=z p r^ mm 



p p p 



lah lah lah lah. One two three four five six, ah. 



lah lah lah lah. 



A ? P P 



f-CPPlP P P h'i 



-q— * 



lee ah eh ee One two three four five six, ah lah leh lee ah eh ee. 






M^ SU^-FT 1 ? (! M 



ah ah ah ah ah ah. One two three four five six, ah ah ah ah ah ah ah ah ah. 

eh eh eh eh eh eh. for) eh eh eh eh eh eh eh eh eh. 

ee ee ee ee ee ee . for) ee ee ee ee ee ee ee ee ee . 




* Occasionally, after a slight prime, test the breath control by singing a turn or a trill. 
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5 

i 
m = 56 



PP 



\ \ \ 



-80 



^p=j f3f5P- f*f> p .? jj . 7 f^ ^ SS4^ 



PIANO. 



^Jui icji 



Tr^ .y J' £ 




Ah ah ah ah, 



^■ivi^^^^^ iS^S ^^^5 ^^^± ^^^3 



*/Os 



jOjt> 



/v> 



Ah, _,_ 



ah ah ah ah,. 



s 



ft 




WM 



~ 7 ¥ : ^m»^-^¥W- 



*/T\ 




* 



ah ah ah ah, 



ah ah ah ah, 






ah,. 



ah ah ah ah, 



ah, 



ah ah ah 



f#^£ 



i 



/O 



j j'j^ 



Wj& 



1E= 



s4* 



^^ 



9EE 



^ 



,/Ts 



^^ 



g 



;as 



^f 



*CT 



*/C\ 



s ^lii l ^^^ ^ 



ah ah ah ah, 






ah, 



ah,. 



ah ah ah ah 




K 



r\ \f- 




s 



i=^ 



* Occasionally, after a alight pause, test the breath control by singing a turn or a trill. 
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EXERCISES ON THE CHROMATIC SCALES. 



NQ1. 



A A A A A 



VOICE. 



PIANO. 



s 



j^j . J iJ '^^Jy^l^ j J^^y^ * l tj J 4 4 J J ^ -^- J^J^j : 



Lah lah lah lah lah, 



Lah lah lah lah lah. 



r> 



3E 



^^ 






^i 



rr\ 



w^m 



m 



"^-— _ —-—-'' t -,*. ut, i-,t, ioii i^Jr ■ — — — ■ — ■ " 



Lah lah lah lah lah 



i 



/Cs 



/C\ 



IP 



^ 



^ 



x> 



/C\- 



gj 




/O 



«T?=5= 



^ 



3CE 




Lah lah lah lah lah, 






r\ 



=«= 



^ 



■jffi 



^ 



r\ 



fc- 




I 



/C\ 



TT~ 



IDS 



* 



^ 



<y— e- 



-o- 



^ 



«& 



*r 



^^ 



/C\ 



* 



rcr 



-v=^~ 



* Occasionally, after a slight pause, test the breath control by singing a turn or a trill. 
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N2 2. 



Voice. 



piano. 

(J =92) 



A A ,A A^ 



Lah lah lah lah, 



v*/^ 



x u#i i 1 *^^^ 



^ 



Lah lah lah lah, 



i 



¥ 



3EE 



mf 



S 



/C\ 



/C\ 



TT 



IF 



za 



*/-> 



*/C\ 



J ^J * ! J tJJ~ ^ ttp J ffJ J Jj[J J"JlfiQJp" l J J ^-J-tfJj-^ 



59 



Lah lah lah lah, 



if 



/Cn 



<CN 



=5gP 



_xr 



r> 



/Cs 



^ 



4 J i t J ^j i ^ J^^-i^^ 



Lah lah lah lah, 



Lah lah lah lah, 



A 




3E 



JOT 



/C\ 



s 



r^« 



^-^J^ ^^g^ l^r^ 



Lah lah lah lah, 



^T\ 



^ 



^ 



^ 



/T\ 



TI~ 



aaz 



;**" 



N9 3. 



VOICE. 



PIANO. 

J =72) 



/J "A A A A A:^>:a-:B-i>-:=-;a-:s»:s->3» s» > a- ;»- s- s-~"S~^^ ♦/T'N 



*= 



Lah lah lah lah lah, 



I 



¥ 



s 



IS 



/C\ 



s 



/T\ 



* Occasionally, after a .slight pausr, text this breath control by singing a turn or a trill. 
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t ] JjfJ J #JlF l'^t | J J 1 I ji ffJ W ffJ ■ | l '« l bJ Jjj 



Lah lah lah lah lah, . 



/T\ 



"TV 



-XT 



^ 



/Ts 



— __{?!! — — -k-;.^-.^ — L — -,— ■!_£ „J L I 1 — \~ 




T.nVi 1;.Vi l;ih lab lah, 




U-4- J 


r\ 


4£> — s — ■ ■ <s— —J 

«-> iS>- -«v_ __ 


— © 


1 sJ . SU == ■ ■ 




* Occasionally, after a slight pause, test the breath control by singing a tvrn or a trill. 
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N9 4. 



VOICE. 



PIANO. 




Lah lah lah lah, 



^ 



¥ 



P^# 



•xt 



~tv- 



S 



^ J ^j^g 



^j^ig^^^^^^^^^te 



Lah lah lah lah 



Lah lah lah lah,. 




^^ ^^^ ^^T^ ^ ^^^^^^^ ^^ ^ 



Lah lah lah lah,. 




rfBj^g ^ 



^ Bff ^ 




♦ Occasionally, after a alight pause, test the breath control by singing a turn or n inli. 
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N° 5. 



VOICE. 



PIANO. 

J=72. 




Lah lah lah, 



Xj 



w 



^s 



-*$ r 



\& 



*t 



% 



Wm 



w 



^^^^^^^^^^^^^^^^ 



^ 



Lah lah lah,. 



^^"g? 



m 



m 



m 



u 



m 



m 



i 



igs^ 



^j^p^^d^Jj^Ajib^^J^ l J^J u J^ affi 



suffix 



P^FPE 



*= 



Lah lah lah,. 



in 



£ 



m 



u 



m 



^ 



M 




Lah lah lah 



H 



8 



^i 



=k^= 



l# 



m 



=fc 




Lah lah lah. 



^P 



^ 



3E 



S 



=^ 



^ 



% 



I 



ipc 



fHy— 



~1 I 



33C 



• Occasionally, after a slight pause, test the breath control by singing a turn or a trill. 
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^^__ Repeat ad lib. ^"ah!' 



VOICE. 



PIANO. 

J =104 



P 



A A A 



"^^^^^^^^J^L^L l 



Lah lah lah, 



i 



s 



s 



^ 



^ 



*-m 



a 



i 



ts*- 



s 



i 



rrrf /f'A. 



— I j — «— ■ IT I "1 p m m ,.~^ 




Yf< 



Lah lah lah, 



^ 



H 



ft 



ge 



1 



=b 



P 




Lah lah lah 



$ 



* 



^ 



=Hj3*= 



■ fi r- * ' 



H^=J 



^ 



kgi= 



« 



w= 



=g= 



«rf <W. 



^ ^i-v^^ ^^ ^ ^^^ ^ Sq^ ^^^^ 



Lah lah lah, . 



I 



J^e$>- 



3 



S 



£ 



f/rf Itb. 



^ ^^^f n^i^r ^^ W rir^^i 



Lah lah lah, 



i 



-^5*- 



=g£ 



^ 



&L 



fe 



§= 



iiifei 



♦ Occasionally, after a slight pause, text the breath control by singing a turn or a trill 
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NO 7 



Repeat ud lib, on "ah" 



Voice 





■tr! lib. 



i4gi r '" r g^3g j l ,j: i i^u 



Lah 



m 



W 



5= 






m 



ft?Z5 



fcS 



^P 




Lah 



i 



^ 



fe 



W 



"#: 



^ 



g 



|n 



* Occasionally, after a slight pause, test the breath control by singing a turn or a trill. 
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N9 8 
VOICE. |gE 



Repeat ad lib. on "ah" 



PIANO. 

J=176. 



BSi 



jS\\\ ^^^r^fr^^ . 



frW 



m 



Lah, 



S 



7 »: — 



■:W. 



TEC 



n 



&: 



^ 



w 



A s^~^ ^ ==== ~' a _ u L .."~P :== *~" i- ad lib . * 



Lah,. 



m 



m 



m. 



ffl 



#: 



£: 



g 



^ 



^ 



LalyH— 



i 



^p 



s* 



£:- 



^ 



^ 



-<9- 



s 



? p ll'. ftg x ^f fj 



^^^^^^^^^^^^ 



^a 



Lah,. 



i 



1 



si 



I 



^ 



^ 



;#•• 



^ 



«** 



# T, q 



m 



*^ 




Lah 



i 



» 



§> 



^? 



s 



IT 



7MZ 



* Occasionally, after a slight pause, test the breath control by singing a turn or a trill. 
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N°9. 



Bepcat ad lib. on'&h? 



VOICE. 




PIAN 

J-tos 



s T 0. ) 



Lah. 



IsH 



Si 



^ 



W 



# 



^P 




i^H 



fee 



^ 



^ 



piT 1 



^ 



^ 
^ 



i 



^ 



^ 



Lah? 



ifl^r^ t- ^^ r^r^r ' ir ^^ 



W^ 



1=33 



atffie 



§=3 



* 



W=w 



«5? 



5 



P 




j ? ^^-r- y |«l?|^gpL . 



Lah, 




i 



^ 



^ 



w 



§i 



H 



^ 




id=* 



%gprfit*^\ rfcWr r^^!n *- 



Lah, 



~&- 



^o~ 



f®- 



=8= 



1* 



-o~ 



¥ 



¥ 



* Occasionally, after a slight pause, test the breath control by singing a turn or a irill. 
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EXERCISE ON THE ARPEGGIO. 

An Arpeggio is a passage consisting of the notes of a chord sounded consecutively as on a harp. 



VOICE 



PIANO 

J=80. 




* Occasionally, after a alight pause, test the breath control by singing a turn or a trill. 
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THE ART OF SINGING. 

EMBELLISHMENTS. 

At the present time vocal embellishments, with the exception of the trill, are nearly al- 
ways written out in full; but in old music they are indicated by certain sig-ns, which often 
present difficulty to the beg-inner and of which it is on that account desirable to give a short 
description. 

THE APPOGGIATURA. 

The Appoggiatura offers special difficulty, because its value is often undefined and has 
to be left to the taste and feeling- of the sing-er. Certain accented notes in a melody, form- 
ing- as a rule with the bass the intervals of the eleventh, ninth, and seventh, have been termed 
appog-g-iafure from their leaning, as it were, on the next note to which they almost invariably 
descend. Without preparation these discordant intervals were forbidden by the rules of strict 
harmony, but they were found in course of time so pleasing- to the ear, that they were used by 
sing-ers before composers dared to break the rules by writing- them down, and hence they are, 
especially in recitatives, often omitted altogether from the printed score, thoug-h intended to 
be sung-, as for instance- 
Examples of the traditional addition of the appog-g-iature in the recitative, "Guinse al 
fin il momento" from Mozart's Opera, ''Le Nozze di Fig-arc'' 



As sung. 



= P fl-r 



=HH 



Aswritten - z 4 ^ ^ ?~Tf Wf pir p p p p^p \f =^=^ v j^- 



Giun-se al fin il momento chego-drd sen-za af-fan-no in brac-cio all'i-dol mi-o. 



|zt F PTp" p 1 « J>J^ j ^Jiii lr -i PF F F plp p^ 



Ti-mi-de cu-re, u - sci-te dal mio petto, a tur -bar non ve-ni-teil mio di - let-to! 



| - I" f p I^ M^ «h J^ J>| jj^^MJ L tii' l t'p p «,p p p ^ p J) 



Oh co-me par che alFa-mor-o-so fo - co Ta-me-ni-ta del lo-co, la ter-ra eilcielri- 



i 



^ 



^ 



3-J> * J> £ 



fc^ 



^^^ 



spon-da, 



me la not - te 



fur-ti 



se - con-da! 
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In the arias, however, the composers frequently adopted the practice of writing them as 
small notes in front of those to which they usually descend; but unhappily they followed no in- 
variable rule, sometimes writing- the note and sometimes omitting - it, to the great confusion of 
students. 

When sung, the appoggiatura always takes half the value of the succeeding note; thus: — 



As written. 



Should be sung. 



i^s 



^ 



ti'V tijvJ ^ 



^ 



a. 1 1| j. p ^g 



Ex. in Gluck of the appoggiatura ascending.; 



pTf? 



Sung. 



& 



Last two notes to 
be sung thus — 



Ex. in Handel < 

descending 



of the appoggiatura ^ <^ft \$ft ft ft ft m * =4 II H m 
ing a fourth. Iff KJ f I Y V V V p p II II F ft 



Except in the case of a dotted note, when the appoggiatura takes two -thirds of the value 
of the succeeding note (on the authority of C. Ph. E. Bach and Leopold Mozart); thus: — 



As written. 



Should be sung. 



$m 



m 



B 



When, however, the dotted note is lengthened by being tied, the appoggiatura takes the 
full value of the dotted note and descends on to the tied note (on the same authority); thus:— 



As written. 



Should be s 



ung. 



± 



^m 



m 



mm 



Examples of appoggiaturc as sung in the Aria "Deh vieni non tardar'' from ''Le Nozze 
di Figaro." 

As sung. 



As written, i !> jf * Up | P P J p 1 J ])<Q^ j J-^rTp^ )T J> J> QM 



Deh vie -ni, non tar-dar, o gio-ja bel-la vie nio -ve a-mo- re 



Often sung. — ; — 



^ +J=±4 



S=s 



^^^i 



m 



:£ 



*t T t 



per go-der t'ap -pel - la, fin - che nan splen-di in ciel noj-tur-na fa-ce 
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as sung. 



| »> J J> JTTmT \fj v Jj? p i F-f-^ 



M * ir 



fin - che Fa-ria e ancor bruna, eil mon - do ta - ce 



Qui 



$* $ J^D p \ t j v Q\$\r p * ^ i r p j> j> p i j 



*=^ s 



mor-mo rail ru - seel, qui scher-za l'au-ra che col dol-ce su - sur-ro il cor ri - 



to=5? jjq^ni-iacrp ^^*^_* 



stau-ra qui ri - do - no i fio - ret - tie l'er - bae fre - sea, 



UJ «h * 



P E 1 ft * r J ;> I J JW ? 



##^ 



^ 



$ 



ai pia-ce-ri d'a - mor qui tut to a -de -sea Vie - ni, ben mi o, tra 



m 



~1 \,Km r*v /] M 




| ?=: 1 




0^ . t kl 


1 — - — . ^» 1 


ff^<f>| 


«T> v ■ cr " n — 5^^ — «^ 


■ • J 




m 


1 U m ' J » 


r ' — ?— J 


Jr Lj ba, -,l 



que-ste pian-tea-sco-se vie - ni vie - ni ti vo' la fron - te in - co - ro 



w^m 



f-fri p jjJ 1 i J' •< -i ]-. J> Jm ^J P JZ q» 



di ro 



ti vo' la fron - te in - co - ro 



( Traditional variation.) 




m - co - ro nar_ 



di ro 



Shakespeare — The Art of Singing — Part 3 
THE ART OF SINGING. 

ACCIACCATURA AND MORDENT. 

The acciaccatura in old music differs from the appoggiatura by being written with a 
stroke throug-h its stem and tail thus, J 1 . It does not affect the value of the succeeding 
note, but is sung- as quickly as possible, so as to g-ive to the following- note a marked ac- 



cent; thus: 



As written. 



Should be sung. 



Ex. Co) 
Allegro. 



Ex. (b) 
Allegro 



HEp 



f Tr 3iCfl 



£3 



As writteri. 



Should be sung. 



i N - t^ HJ ^^^ 1 




In modern music, however, a small note of any form g-enerally indicates an acciaccatura, 
the appog-g-iatura being" almost invariably written as a full note. 

NOTE. — It should be mentioned that confusion often arises from the wrong- use of the 
appogg-iatura and acciaccatura signs in engraved and printed music, one frequently being used 
for the other through ignorance. 

The double acciaccatura consists of two notes quickly sung before an accented note, thus:- 



Examples (a) 



(b) 



(c) 



(d) 



* 



^^^ 



35 



m 



The mordant is a particular form of the foregoing, sung thus-. 

Examples (a) (b) 



$ 



m 



fM 



$& 



GRUPPETTO OR TURN. 

This is a group of three or four notes described by the sign « As a general rule it 
may be stated that if the higher interval is a tone, than the lower one is a semitone, and vise 
versa. If however both intervals are semitones, it is called a chromatic turn. 

Sometimes an accidental is placed above or under the e« to indicate that the upper or 
lower note respectively is sharpened or flattened. 

EXAMPLES OF VARIOUS TURNS AND THE MANNER IN WHICH 
THEY SHOULD BE SUNG. 
When written. TO Should be sung. 



IF 



z8z 



$ 



Adagio. 

When written. 



BiFFf 



P^ 



g 



Should be sung. 



a—zrz. 



f^tm rmr"r r r r w^n-nrr 



Adagio. 

When written. 



Should be sung. 



p rxr_r hc^p r xr_j -if- rj-^r r ixr 



Andante. 
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When written. or, 

f-<* r ttr r r fr r 1 1 p ^ 



^ Should be sung. 



Allegro. 

When written. 



or, I; 



Should be sung. 






Andante. 



i 



Should be sung. 



w 



Andante. 



^m 



Should be sung. 



¥=¥■ 



CVS 



Should be sung. 



j i)> r 't i r ^ B 



Andante. 

Should be sungf. 



p m 



m 



Should be sung. 



£ 



Allegro. 



fc J niSWM 



Allegro. 



TRILL. 



The trill is an embellishment consisting - of the principal note which necessarily belong-s 
to the harmony of the composition, sung" in rapid alternation with the note of the scale next 
above it. 

Apart from the accent which the sing-er may be prompted to give at the beginning or near 
the end of the trill, and which must of course fall on the principal note, the object to be aimed 
at is absolute equality of tone on the two notes, and the student who has mastered the exercis- 
es in the preceding part will find little difficulty in the acquirement of this, one of the most 
consummate beauties of the art of singing - . 

There may be, it is true, some voices so heavy by nature as to be incapable of the rapid 
oscillation necessary to a good trill; nevertheless it is certain that most singers could, by a 
right method, acquire that which they often convince themselves to be impossible of attain- 
ment. 

A trill is generally finished with a turn. Towards the acquirement of the trill little 
more can be suggested than that which has been the groundwork of our scale practice: e.#, 
the rapid reiteration of the lah on two notes (see page 74), faster and faster, until the rapid- 
ity prevents the pronunciation of the I, and it becomes a trill, or the rapid succession of stac- 
cato Ahs (see page 73 and Rule X.), until the staccato becomes impossible, and a true rapid 
legato ensues, forming a trill. 

But in practising it may be buggested that it is advisable, in order to gain a feeling of 
even oscillation, to begin with a larger interval, e.g., of a fourth, then reducing it to a third, 
and lastly to the trill itself. 

Further, the student must be on his guard against bad habits in reference to the trill; 
hence he should stop instantly, («) if he finds that he is not singing exactly the right notes, 
that is, accurately in tune, (b) if the notes are not exactly equal in force and tone, (c) if the 
notes are not equal in time, which will result in jerkiness,,(rf) if the eyes and face cease to 
convey the expression of a smile, (e) if the jaw moves, and (/) if the pronunciation is marred. 

All these faults are due to rigidity of the instrument and defective breath control. 
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EXERCISES ON THE EMBELLISHMENTS. 



t. 

ACCIACCATURA.iiw 



ACCIACCATURA.*) 



3. 

DOUBLE 
ACCIACCATURA/«j 



4. 

DOUBLE 
ACCIACCATUEA.(Z>; 



5. 

DOUBLE 
ACCIACCATURA.ee; 



6. 

DOUBLE 

ACCIACCATURA/d) 



7. 
MORDENT, (a) 



8. 
MORDENT/6; 



GRUPPETTO OR 

TURN, fa; 



10. 

GRUPPETTO OR 
TURN, <b) 



11. 

GRUPPETTO OR 

TURN, (c) 



12. 

GRUPPETTO OR 

TURN, (d) 




Ptfuumwhdt'^iTL, C (Hi 



Lah, 

A 



Lah, . 



Putjuhj^hit'^^'Cjin 



Lah, 

A 



Lah,. 

A- 



|k of (i!J[jffr^r ^[jj p- ^ ' r ? j | grr ? j ^gfe! 



# r ,7 r Tf *tff J ' ffFWf r *ffi^i i r ? Err t b t f g f i g 



Lah, 
_A 



Lah,. 

A- 



^^^^Efi^gffflQf •? err ?crr # ^ 




^"^"ifEnBrBtriflErflD" if wesw 



Lah,. 



Lah, 



PIANO. 



fern 



rr; 



s 



EXE 



U 



It 

P 



fi? 
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0.. fm..~ fm >,- j» 



Mm 



rTTTTF*' 



Lah, 




fLH 2tffi ,Mr ^' r ? fi ^ r ,c r |r ^ r *ft" 



4. 




**i 



r rgT T LrT ? 



^ J ^Lj ^^ [^ £ j T q flt ? (fr ? C^^flT ? £f^ 



Lah. 

A 



f£2fC-l fP ,> | L l£r'' q aT -rff r =?£Tir ismm 



7. 



Lah 

A 



s TLl ffLl^ * ^" tiat^ ff Mj^ I Lit Cij l ^ 



Lah 



■^ r?> r^ 



Lah 



•T" ^F 



^ j ffiff5R ftf3*tf f f^^ 



10, 



11. 



12 



Lah 

A 



*i»rt»— # * 



sse 



Trr i r ^pr rr r r - ■ 



•far-[» f f 



fa^g 



Lah 

A ^— 

p 

Lah. 



teE 



^r r Prr r r rrrr ^ 
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EXERCISES ON THE TRILL. 



N» 1. 

J. 52. 



X? 2. 

Jr52. 




PIAN0.< 



Lah lah lah iah lah lah lah lah lah,_ 



A A A A A A A A 



G^s s^ss9 ESS pBpS jj SpBBSSS 



Ah ah ah ah ah ah ah ah ah,. 




For additional exercise on the trill see page 172 



n\ 





Lah lah lah lah lah lah lah lah lah, 



^ j?^? jT^N j^i^^J j Jjj 




Ah ah ah ah ah ah ah ah ah,. 





Lah lah lah lah lah lah lah l'ah lah 




Ah ah ah ah ah ah ah ah ah, 
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1. 



2 



i 



£ 



Lah lah lah lah lah lah lah lah lah, 



flS r i f 'i r *7 f •? r ■?[ ^ rffi^j 



Ah ah ah ah ah ah ah ah ah 



/T\ 



-m — » 



■p\ fi\ f.z^t 








$ 



l^s 



Lah lah lah lah lah lah lah lah lah, . 



1 



/T\ 




_ . m m m m m 




Ah ah ah ah ah ah ah ah ah, 




^WH\lWWJjWi 



^ j^ Jtijj — £ 



/Ts 



Lah lah lah lah lah lah lah lah lah,. 



— ^ mmmmm | ] | | I "I' I I I 4mOU 



3 



/T\ 



^^s 



Ah ah ah ah ah ah ah ah ah, 
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Lah lah lah lab. lah lah lah lah lafi^ 




Ah all ah ah - ah ah ah ah ah, 




I TTrr r f r f rf f f rrr f l rrr ^ 



Ol 



A^g_^ « L 



¥ 



Lah lah lah lah lah lah lah lah lah,. 



<# rTr7r?r?r-#MW 



/TS 



2. 



0^0 



0^0 



■ = ^^- z L^ = L- 



Ah ah ah ah ah ah ah ah ah, 





Lah lah lah lah lah lah lah lah lahT 



r * r ? r ? r y^^^ ^^^ 



Ah ah ah ah ah ah ah ah ah,~ 




m 



ii 
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N9 3. 



PIANO. 

J=116. 



is&i 



& 



r= 



^ 



__ Jim. 



lr 



Lah,. 



-pf»r 



/CN 



/r\ 



/C\ 



jfr 



3S 



*• 



3* 



f 3 ^ 



/C\ 



*• 



S 



=?== 



Lah, . 



tei 



Lah,. 



/^ 



TT 



T*~ 



m 



~TT" 



4 



/?\ 



^ 



£ 



*• 



/?\ 



#• 



^^"^^ 



«£ 



=4 



^^ 



Lah, 



/Cs 



^ 



-o- 



S 



-**- 



/Ov 



^ 



$m 



/?\ 



J3- 



/T\ 



Lah, 



3E 



^ 



S 



~0~ 



-cr 
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MESSA DI VOCE. 

This is the art of commencing- a note pp, increasing- its force and intensity in the high- 
est possible degree, and then returning" without loss of quality to pp ag-ain. Its achieve- 
ment was formerly considered the culminating- effort of the sing-er. The study of it was 
reserved for the closing- period of his apprenticeship, requiring as it does a considerable ex- 
perience of breath-control, so that when reinforcing the pressure of the breath and adding to 
this power of voice he should not fall into the error of bringing into action a constricted throat 
and revert to a state of original sin. 

In this study the custom was generally (as stated in a former chapter) to forbid the stu- 
dent to commence in practice with the pp. He had to begin forte or mf, and learn to diminu- 
endo to pp: and until this was acquired it was not considered advisable for him to reverse the 
process and so complete the full scheme. 

Although scientifically so little that is definite can be asserted with regard to register, 
the singer undoubtedly experiences sensations connected with chest register, with vibrations 
on the teeth for medium register, and the reverberation at the back of the head for head voice, 
all of which has been discussed before. The terms mezzo, voce (or half -voice,) sotto voce, dolce, 
and smorzando are often inserted by Verdi, and those who understand how to write for the vo- 
calist, to indicate that the singer must intensify a smaller voice force, in order to attain a pia- 
no effect. 

In practical singing this seems to involve an undefined change of register, as e. g., from 
chest to medium for a bass or baritone, or from loud medium to soft medium in the case of a 
tenor or contralto, or the more remarkable change from medium to head voice in the case of 
mezzo -sopranos and sopranos. This transition, when awkwardly done, is accompanied by a 
break and a sense of jerkiness, which ruins the effect by destroying the illusion that there is no 
change of voice, but merely one of strength, though the artist knows there has been a change. 
Having accomplished this change from / to p, accompanied if necessary by an imperceptible 
change of register, the singer may now proceed to the more difficult transition involved in pas- 
sing from pp to forte; a change so difficult that it is rarely attempted by the modern artist , 
though once the great resource of the singer of a past generation. The singer will know that 
he is successful, by its being done without losing command of his breath, with the result that 
pronunciation is the same and the expression unaltered. 



N? I. 

J= 54 



N9 2. 



PIANO. 



EXERCISES. 

AdaglO. nmorz. „ , ,.„ xmorz. 

dim, p dim. #P/~\ p,* f dim. P dim. PP^S 



-J*- 



Lah, 



i 



E 



Ah, 



V- <i " 



/?V- 



Lah, 



Pp ores. yi_ 



xmorz. ^ 

PPf7\ rt\ PP eres - f- 



-& 



zssz 



smorz. 
PP.KS /T\ 



33C 



Ah, 




/C\ /C\ 



/> 




\y 



/Ov /T\ 



J^L. 
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PPPK\ /Cn 



PPP, 



iC\- 



Hi 



~~1T 



Lah,_ 



/Cs 



PP 



-ppp 



«\- 



-/S\ 



~TT~ 



- i 



?2= 



^ n\ 



Ah,. 



/^ /C\ 



~r*- 



=§= 



=&: 



^ 



^ 



il 



/C\ 




ADVANCED TECHNIQUE. 

The freedom of the throat and tongue necessary to the perfect execution of rapid passages with 
equality of tone produces a like perfection on sustained notes. 

Thus the great object aimed at by Crescentini, Bighini, and other old masters in writing 
their manifold vocalises, consisting largely of the embellishments and passages which charac- 
terise the musk of that period, was .not merely to teach the execution of such passages for their 
own sake, but to bring the voice into the highest pitch of perfection as an instrument. But be 
it further remarked that the human voice, like the violin or any other instrument, has musical 
passages which are natural to its technique, the perfect execution of which is the highest test of 
an artist. 

We repeat that the human voice is easily adapted to the most rapid and lovely diatonic, 
chromatic, legato and staccato passages, as well as arpeggios,turns and trills. The talented 
amateur may imagine that he can execute difficult passages, but it is only in a sort of mezza- 
voce (half voice), and he cannot intensify them owing to want of breath. Art alone can sup - 
ply the sostenuto, the energy, the cres. and dim. necessary to make these passages as important 
in a classical vocal work, as are similar passages in the masterpieces of any other instrument. 
The decadence of the musical style of the modern Italian school should not cause all the embel- 
lishments of the art to be condemned; the result would be to place all the classics of the voice on 

the shelf. 

But to resume, - the object of these difficult exercises is similar to those written for any 
other instrument, viz.: the acquirement of a perfect technique necessary to the production of a 
sostenuto, of expressiveness and of variety in slow notes, a result only to be obtained by the prac- 
tice of appropriate exercises; and the singer is not a real artist unless he can sing the arias of 
Gluck and Handel as well as modern Lieder. 

With this aim further exercises on advanced technique are here added. 
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EXERCISES FOR THE FURTHER DEVELOPMENT OF AGILITY. 

These Exercises should be transposed into the various keys to suit the following voices, i.e.,-Mezzo- 
Soprano-Contraltos into Be or A, Contraltos into AE or G, Baritones into Bb or A, Basses into G or F. 
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Beauty of singing" may be said, in a hig*h sense, to be dependent on the art of phrasing". 
It is indeed through a study of phrasing - that the intuition of the artist is able to reveal the 
deepest meaning - of the composer, a meaning often obscure at first to the ordinary mind. 

A phrase may be regarded in the light of a musical sentence, which, if sung without ac- 
cent and without gradations of force, would be monotonous and meaningless. 

The accentuation of those notes which ought to stand out in the musical phrase, the tran- 
sition from softness to loudness by a gradual increase of force, and again the transition from 
forte to piano by a gradual diminution of force, causing the sound to die away — these are 
three of the most important factors in this art. 

The singer must study the music he has to sing in order to penetrate as far as possi - 
ble the meaning of the composer's phrases, finding out where the different accents fall and 
seeking out the sensitive notes which often give a subtle and special beauty to a melody. 

The effect of diminishing" the power of the voice towards the end of a phrase was looked 
upon by the old singers as one of the greatest signs of excellence, and the absence of this re - 
finement in the singing of the present day is much to be deplored. 

While no set rules can be laid down to govern the infinite variety of phrases and the dif- 
ferent treatment to which they lend themselves, yet the artist is generally right whose intuition 
leads him to make a crescendo on the ascending notes of a melody. But let the inexperienced 
singer avoid the habit of hurrying whenever he makes a crescendo. Again, when the melody 
descends, one is often instinctively prompted to make a diminuendo-, in this case, however, the 
young singer must be on his guard against the error of singing more slowly every time a 
diminuendo is made, and so falling into the vice of dragging. 

Specimen of phrasing in Beethoven's "Adelaide." 
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Ein-sam wan-delt dein Freund im Frtih-lings-gar-ten, mild vom lieb-lich-en Zauber-licht um-flossen. 



The phrasing of such a passage as 
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where the notes 



ah 



are sung to a single word, should follow the same rule as in pianoforte or violin playing 3 and 



be sung -m-^ .y (^ x &c, &c.,yet, as so few composers now-a-days write vocal effects 

for the voice, the student must be always on his guard against falling into a great error. 
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Thus, when a slur indicates that two notes are given to one word, it appears as though 
the phrasing of the notes were in groups of two, whereas the slur was meant to indicate not the 
phrasing but simply the disposition of the notes to the words. Thus in bar three of "Adelaide" 



legato singing is intended and not ( j fo P z _ f !f * _* %j ~f~~f «7 f 



p'' n>*n. 



&c. 



Friih - lings - gar - ten 



And yet young sing-ers through ignorance are occasionally led to phrase such passages 
in groups of two instead of legato throughout. After a ritardando or slackening of the time 
let great care be taken to resume, the exact time and rhythm of the movement as it is com- 
menced, thus following out the usual instruction "tempo primo" or "a tempo." The mono- 
tony often felt during the performance of young singers generally arises from neglect of 
this precaution. 

In approaching a rallentan'do, do not anticipate it, but wait until the place is reached 
where the composer has indicated the change of tempo. 

Every syncopated note should be accented, and reiterated notes should generally form 
a crescendo of accents. 

In making an accent, take care that it is made exactly at the commencement of the note. 
If there is any hesitation, so that a crescendo is introduced, the feeling of accent is alto - 
gether lost. 

Care must be taken also not to allow the intensity to fall off before the end of a dotted 
note, a common error of inexperienced singers, in unconscious imitation of what necessarily 
takes place on the pianoforte. And this applies equally to a note which is tied to a shorter 
one, as frequently the greatest intensity is required just before the note is quitted. 

When the last note of a musical phrase falls on the unaccented portion of a bar, the 
singer is frequently tempted to over -accentuate the last syllable, especially in recitatives, e.g., 
in such words as padre, which becomes padre, through inability to maintain a control over the 
breath to the end of the phrase, or in other words, through inability to stop the breath rightly. 
It is necessary to be able not only to start the phrase with the instrument under control and 
to continue it so, but also to stop it properly and without jerkiness; and this is the most dif- 
ficult of all. 

After an exclamation it is, as a general rule, permissible and even desirable to take a 
breath. 

Portamento means the carrying up or down of the vowel sound to another note where 
a change of word or syllable occurs. Unless there is a change of word, it is merely the le- 
gato of all good singing-, the passage to the second note must be done softly and the second 
note itself merely touched like an acciaccatura before the new word. Thus — 

j> C y~Xi^ '' I I or -j ^O P 1 f > J $ I or i Q J— ^r l J 
Mio be - ne Be - lov - ed Vie - ni 
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Portamento is mainly of use in phrases conveying" an imploring - , caressing- or loving 
character; but perhaps no effect lends itself so readily to exaggeration by being - introduced 
too often and in the wrong - place. 

In music of the Italian school the introduction of embellishments, variations and caden- 
zas was left to the discretion of the sing"er, though in modern editions of the old arias the 
traditional embellishments are occasionally indicated} and this leads one all the more to re- 
gret the gradual loss and dying - out of the traditions, since thereby the arias themselves are 
deprived of a larg"e part of their beauty and the quality of the music suffers greatly. 
Mozart, for instance, nearly always introduces in his arias a pause /C\ where a ca- 
denza was expected from the singer, short or long - according to his power of invention and 
the fashion of the ag"e, and of a style to suit his voicej and indeed a cadenza of some sort 
is absolutely necessary to lead up to the succeeding - phrase. Those interested in this sub- 
ject may well consult the incomparable Rondo in A minor for the pianoforte, in which Mo- 
zart is said to have imitated the embellishments introduced by the singers of his day, and 
compare it with the bald state of the arias of Bellini, Donizetti and Rossini, in which the 
variations, &c, were omitted in the printed editions and left for the singer to insert. Or 
ag-ain compare the scena in A minor for the violin by Spohr, written after the manner of the 
singers of his time. 

If the breath is being - rightly controlled, a steady pressure is exerted on the vocal or- 
gans with the result that the phrase becomes one continuous sound, and although there be a 
succession of notes and even in addition a change of words, yet the effect of one long drawn 
out tone should be maintained. 

During the practice of a vocalise the Ah under the above conditions will not change, 
nor will the halo of expression be lost. Accent will be at the command of the singer, and 
crescendo and diminuendo will become equally intense. 

In passing from forte to piano, so long as the voice is continued in the same register, 
the breath pressure is naturally diminished; but generally' it is right in proceeding to a pi- 
anissimo to change to another register, in which the pp note being a lower one will require 
a greater breath pressure; otherwise there will be a tendency for the diminution of pressure 
to result in loss of intensity and consequent inaudibility at a distance. 

The greater the artist the grander is his style of phrasing; that is to say, through his 
long breath he is enabled to make one phrase of that which the less distinguished perform- 
er is compelled to cut up into two or three pieces, producing an effect which is obviously 
jerky and small in style. 

Let it be noted too, that the great artist rarely allows himself to interfere with the 
time of a piece, so that a marked effect is produced when he subtly introduces a slight hurry- 
ing or retarding of the tempo. 

Lastly, let the student make a study of the emotional expressions which accompany ex- 
clamations of joy, sorrow, love, hate, hope, comfort or enthusiasm, such as, Ah, Oh, &c. Let 
him practise also the interrogatory exclamations, Why? How? Whence? Who? &c, also com- 
mands such as Hence! Go! Come! Follow! Let him think well before he sings and he will 
realize how deep and varied is the feeling which can be drawn from music by the art of 
phrasing. 
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Let Contraltos and Baritones transpose this a tone lower, and Basses a third lower. 
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Let Mezzo-Sopranos transpose this a third lower, and Tenors a semitone lower. 
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In this Vocalise let Sopranos make a special study of the head voice, by carrying down this regis- 
ter for the soft passages as far as B . 

Let Mezzo-Sopranos transpose this a tone lower, and Tenors half a tone lower. 
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Lot Mezzo-Sopranos transpose this a tone lower. 
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PRONUNCIATION. 

Having mastered the groundwork of breath-control, together with the freedom of 
the throat and tongue, the student may fairly assume that he is now ready to make a 
study of the vowels and consonants, as they are employed in the formation of words, and 
to render them with ease and freedom. 

The advantage of a -clear enunciation in singing cannot be over-estimated. The 
voice is the instrument of nature for conveying the deepest and most tender emotions 
by means of that which is unique in itself and absent from all instruments made by 
man — the utterance of speech. 

With the good artist singing becomes a measured and sustained form of speech, un- 
mistakably clear and impossible of misunderstanding to the audience. The singer must 
of course avoid anything in the nature of mannerisms or provincialisms ; and he should 
measure and prolong his words in such a way that their meaning strikes the ear of his 
audience with directness and absolute naturalness. Let the singer never permit himself 
to alter the pronunciation of a word in order to be able to sing with greater sonority, 
turning, e.g., man into mahn. 

It is the more necessary to make a study of the pronunciation of the English lan- 
guage on account of the difficulty at first experienced in finding the exact sounds for sing- 
ing which we utter so quickly in talking, especially as some of these sounds do not lend 
themselves to prolongation. Let us consider for a moment the rapid change of sound 
involved in such diphthongs as A, I, O, U, or of such words as thou, boy, ere, &c. 
How should we sing slowly the word often, should it be off-ten, or off-n? The 
first would sound strange, and -the last would end in a snufHe. In this case it wouid 
seem desirable to insert in the second syllable some vowel sound which would be nearest 
to the sound uttered in ordinary conversation. 



VOWEL SOUNDS. 

In most works dealing with pronunciation the different sounds derived from the five 
vowels are described as long and short ( although in singing all may be long ), or open 
and closed. An attempt has been made in this work to simplify the description of 
the English vowel sounds, which are thirteen in number, by writing them exactly as they 
sound, or, as it is termed, phonetically. 
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They are the thirteen sounds which are heard in the pronunciation of the following 
monosyllables, ah, at, a, ( and a variety, air j, et, it, ee, oo, hood, aw, o, ot, er, ut. 

ah is vowel sound 1., as in the words are, bar, guard, shah, &c. 

a* is vowel sound II., as in the words as, bat, cab, damp, fan, gas, &c, and inasmuch 
as the vowel sound in the word at could not be described without the addition of 
some terminal consonant, a small / is printed after it whenever this particular 
vowel sound is in question, but the t is not intended to be pronounced. 

a, vowel sound III., is a diphthong — that is to say, it is composed of two sounds 
which succeed each other rapidly, as in the words bay, cane, dame, eight, reign, 
fail, &c, To describe separately the two sounds of this diphthong in writing 
is difficult, because in English the first sound does not occur alone; but if 
separately prolonged, would result in what is known in French as the open e, 
as in mime, rive, &c; it also occurs in certain Italian words, and is represented 
in German by the modified a, as in Madchen, &c. The second sound can be 
described as that which is heard in the word it, a sound which without the / 
will afterwards be known as vowel sound V. Thus the above word bay is pro- 
nounced ba-i', and so on. Remember that the first sound of this diphthong is 
that which is accented. 

air is the variety of the above diphthong, which is heard when the second sound 
consists of U*. (This U* will be known later as vowel sound XIII.; the / is not 
pronounced.) It occurs in air, care, bear, rare, fair, &c, and commences with 
the first sound of a, but the last sound is that of U*. Let the first sound re- 
ceive the accent. 

e* is vowel sound IV., and must be pronounced, of course, without the /. It is 
heard in the words any, every, best, debt, fell, hemp, &c, and is the vowel sound 
so often used in the previous exercises. It is almost identical with the closed e 
of the French and Italian languages. 

P is vowel sound V. (the / not to be pronounced). It is heard in //, bid, din, fill, 
is, kiss, and in the second syllable of any, money, hymn, &c, and at the end of 
the diphthong a, vowel sound III. above. 

ee is vowel sound VI., as in bead, feel, ease, key, fiend, scheme, &c. 

The order of these six vowels was determined by the gradual ascent of the centre 
of the tongue, which accompanies this sequence : for ah the tongue lies flat in the 
mouth, while for the pronunciation of a*, for the first sound of a and a' r , for e', P, 
and ee, it is raised higher and higher, until for ee it nearly reaches the roof of 
the mouth. Thus e* is said to be more closed than a or a' r , the tongue being 
higher up for the former. 
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OO is vowel sound VII. ; as in hoot, coo, doom, food, who, true, Jew, shoe, &c. 

"OO" is vowel sound VIII., and is produced with lips not quite so much pursed as 
for VII. It is described as the sound heard in the word hood, because no shorter 
formula can be found. Neither h nor d should be pronounced, and for this reason 
both are written small. This vowel sound occurs in the words bush, look, full, 
should, -ble, -de ( as in mumble, uncle ). 

The distinction between h OO d and OO may be observed in such phrases as " a 
pool full," " they could coo," " he would woo," " he should shoe." 

aw is vowel sound IX., as in all, bawl, balk, jaw, corn, lawn, &c. English singers 
often have trouble with this vowel, and are prone to hold the throat rigidly, 
whereas it should be only slightly and unconsciously contracted for its pronuncia- 
tion. 

O is vowel sound X., and is a diphthong as regards which English-speaking nations 
find great difficulty in separating the first sound from the second. In English 
we always end this diphthong with the vowel sound h OO a , No. VIII. We must, 
however, practise until we can prolong o without the final "oo", just as we must 
also continue the practice of separating and sustaining the first sound which 
is common to a and air from the second sound, which is /* in the first 
case and u* in the second. Otherwise we shall never master the pronunciation 
of foreign tongues. The vowel sound O occurs in owe, bowl, coal, roll, hole, woe, 
though, &c. The accent must be always on the first sound of the diphthong. 

O* is vowel sound XI. The / is written small and is not to be sounded. This 
vowel occurs in cot, dog, fond, god, hop, gloss, &c. 

er is vowel sound XII. The r is not to be trilled, but is merely a sign like the 
/, by which to recognize the vowel sound. It occurs in burr, mirth, earl, fur, 
hurl, jerk, &c. 

U* is vowel sound XIII. The / is. not to be sounded. It occurs in but, cup, dull, 
fun, love, rough, &c. 

The vowel sound OO, No. VII., may be said by reason of the funnel-like shape 
of the lips to be the most closed of all the vowels, and next to this, as being 
slightly more open, the vowel sound b OO a . Next comes the sound aw, which is 
the closed O of the Italian language ; then follows O, which without the final Eng- 
lish sound is so useful in foreign languages, and from the openness of the throat 
and mouth is called the open o ; lastly, come the r owel sounds O*, er, and £/*, which 
seem to free the mouth and throat and prepare the vocal instrument again for the 
ah described above as No. I. 
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THE REMAINING DIPHTHONGS. 

/-diphthong is a diphthong involving a rapid change of tongue position from 
ah (No. I.) to /' (No. V.). It is heard in the words my, thy, tie, sky, buy, &c, 
the first of which, for instance, may be written out mah-i 1 , and so on. Remember 
that the accent must fall on the first sound. If the second is accented, the effect is 
vulgar and resembles the sounds produced by street singers. 

Oil. This diphthong, which is heard in bough, cow, fowl, now, thou, &c, consists of 
U* (No. XIII.) followed by h OO d (No. VIII.). (The small consonants are, 
of course, in neither case pronounced.) Thus the word bough is pronounced 
bu'- h oo d , &c. The accent falls on the first sound. 

Ot is a diphthong consisting of aw ( No. IX.) followed by V ( No. V.), the accent 
resting on the first sound. It occurs in oil, boy, &c. 

It and y. The vowel sound /"* can combine in English with any of the other vowel 
sounds to form a diphthong, in which the accent is invariably on the second 
sound. When the first sound, /', commences a syllable, it is generally written 
y — e.g., yarn, yea, ye, yes, you, yacht, yore, yoke, &c. The commonest of these 
diphthongs is the combination of P and OO (No. VII.), which is usually repre- 
sented in English by u, though there are other ways of writing it — e.g., use, 
cure, tune, few, beauty, &c. Remember that u may also represent OO (No. VII.), 
as in true, or b OO d (No. VIII.), as in bull ; and y may represent i 1 alone, as in 
any, or /-diphthong, as in rhyme, &c. 

W. Similarly the vowel sound VIII., h OO a , may combine with any of the other 
vowel sounds to form a diphthong, having the accent on the second syllable. 
It is represented by w in English, and further allows of the introduction of 
an aspirate between the two .sounds — e.g., wan, wed, which, &c. 



ON THE SELECTION OF THE VOWEL SOUNDS IN CERTAIN 
WORDS WHEN SUSTAINED IN SINGING. 

The. The definite article, when it precedes the vowel sounds a, e, i, and o, should 
be pronounced thee (No. VI. above) — e.g., thee apple, th<?£ egg, th^ inn, t\iee 
orange ; but when it precedes a u, or a consonant, it is pronounced tha* ( No. 
XIII.) — e.g., thu' use, tha' bee (not th^ bee, nor ther bee), tha' cot, th«' 
heart, &c. 

a. The indefinite article always takes the sound of u* (No. XIII.) in English, 
thus: a bee is not pronounced a (No. III.) bee, but u' bee, u* jest, U* few, &c^ 
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my. The possessive pronoun my should be pronounced mah-i* (vowels I. and V.) 
whenever it has to be sustained on a long note, and also when associated with 
a short note if emphasis is laid on the possession — e.g., " it is my horse, not 
yours." When, however, it has a short note, and the emphasis is on the following 
word, it may be pronounced mi' ( No. V.), as in " mi' child," " mi' wife," &c. 

Let the first syllable in such words as above, account, aghast, ahead, along, an- 
nounce, away, &c, take the sound of it* (No. XIII.), and let the final syllable in 
madman, woman, Christian, madam, common, London, mission, vision, nation, treasure take 
the same sound. They should be pronounced u'-bove, treasu', &c. 

r. Although the r is trilled or rolled when it precedes a vowel, yet (except in 
Scotland and Ireland ) it is not often rolled otherwise, but takes the sound of u* 
(No. XIII.). Further reference to the rolling of the r is reserved for another 
place. The words air, butter, cellar, ever, flower, member, war, &c, should be 
pronounced a-u' (not ai-er nor airr), buttu', cellu 1 , &c. 

In words such as car, darn, earl, girl, &c, the r of course is not rolled (see 
above under vowel sounds I. and XII.). 

Words such as chasten, fasten, hasten, listen, &c, should not be sung chas-ten or 
chas-n, but chas-un ( with a strong accent on the first syllable and a weak note on 
the last). 

Let the words before, because, behold, beloved, crooked, courage, captain, mountain, 
&c, be pronounced in singing be*-fore (No. IV., not bifore), be'-cause, crooke'-d, 
coure'-ge, capte*-n, &c. 

Let the final sound in such words as final, little, middle, uncle be h OO d , No. 
VIII.— e.g., fin h oo d -l, &c. 



THE BUZZES. 

In English these are four in number, viz., soft th, v, z, and the French j 
(occurring in English only in a few words, such as treasure). The role they play 
in pronunciation is remarkable. If they are not pronounced sufficiently, which oc- 
curs very often in the singing and elocution- of the present day, the result is that 
we cannot tell what the singer or actor is saying. When they are sufficiently sus- 
tained, the singing is warmed and illumined with a glow, for their euphony is not 
only a source of charm, but their presence ensures great freedom in the production 
of the voice. The rigid singer or actor fails to soften his lines with these mel- 
lifluous sounds, and suffers perforce harsh and sibilant tones to prevail. 
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Buzz No. I. — There are two ways of pronouncing th. One is the soft th, a buzz- 
ing sound which can only be executed when the tongue is perfectly free. In 
the words thou, thy, this, with, father, etc., with a rigid production the buzz is 
impossible, and a hissing sound would be heard if the singer insisted on enun- 
ciating thou as in the word thousand, and thy as in the word thigh. This hiss- 
ing sound would be the second or hard th, which is heard in thatch, thimble, 
doeth, etc. The singer, in order to escape from the difficulty of pronouncing 
the soft th, generally leaves it out altogether, and then we cannot tell what he 
means to say. Examples of the difference between the soft th (the buzz) and 
the hard th may be seen in such phrases as " Thou hast a thousand" or " Thy 
thigh is broken," or " This is a thistle." The soft th is one of the beauties 
peculiar to the English language, and it behooves every student to conquer 
this somewhat difficult sound which we hear so often distorted by the natives 
of other lands. 

Buzz No. II. is v, as in vane, vanish, sever, wave, etc. Only a good singer can 
sustain this buzz ; the bad singer is forced either to omit it or to substitute the 
hissing consonant f, thereby turning vain into fain, and wave into waif. 

Buzz No. III. is z, as in zeal, easy, haze, bays, was, &c. This sound is extremely 
important, because under it are included nearly all plural substantives in the 
English language, and also for the most part the third person singular (present 
tense) of verbs. These are, unfortunately, only too often inaudible. • 

Buzz No. IV. is only heard in the middle of English words, but occurs very often 
in French in the form of j and g, as in j'ai, juge, &c. Tn English it is writ- 
ten with an s or z, and is heard in such words as measure, pleasure, azure, 
seizure, &c. 

These four buzzes when uttered rightly by the artist not only result in banish- 
ing all rigidity of voice production, but call up that sense of velvety smoothness 
and harmony which are met with frequently in poetry, as in the line — 

"And ye, the breathing roses of the wood." 

Milton, "Arcades" 

"... his oozy locks he laves." 

"Lycidas." 

And all through the familiar little poem of Shelley beginning — 

"Music, when soft voices die," 

The fact that any stiffness of the tongue and lips hinders the pronunciation of 
the buzzes makes them the best of practice for the student. "He who knows how 
to breathe and how to pronounce, knows how to sing." 
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HINTS ON OTHER CONSONANTS. 

Practise the consonants L, D, T, N, R, hard G, and K ( in all of which the 
tongue plays an important part ), and the buzz th, until they can be clearly pro- 
nounced without movement of the jaw. 

Sing with the lips free, so that m is not a hard, tight sound ; take care that b 
does not sound like p, nor g like k, nor d like /, neither let v sound as /. 

Acquire a mastery over the trilling or rolling of the r. It must be executed 
by a rapid vibration of the tip of the tongue against the front upper teeth. There 
are some who seem entirely unable to accomplish this ; perseverance, however, 
works wonders. Rapid repetition of dee, tee, dee, tee, dee, tee, &c, gives the stu- 
dent a habit of looseness at the tip of the tongue ; this, followed by the endeavor 
to trill the r by a vigorous pressure of breath, pronouncing crrrr as in crush, or 
prrrr as in press, or br, or tr, after earnest efforts, will give the desired trill rrrrr, 
which should be continued for, say, eight seconds. Do not accept as a correct trill 
that which is the result of a vibration of the back of the tongue. 

S must not be aggressively heard, but should be a soft sound ; one might al- 
most say, rather in the direction of the teeth, as in whistling ; rigidity of the lips 
prevents the free pronunciation of the hisses s, f, ch, sh, and the hard th. 

Singers very often forget that the h must be aspirated as in speaking. 

Pronounce clearly the finals n, ng, and / — e.g., thing, not think. 



Variants of Exercise on Agility No. 3, page 78. 




Ah ah ah 



all ah ah • 



et et 



ah ah ah 



ah ah ah- 



e' e* 






Ah ah ah • 



ah ah ah ■ 



e' et 



ah ah ah 



ah ah ah - 



et et 



Additional Exercise on the Trill. 




Ah ah ah ah ah ah ah 



ah ah ah ah ah ah ah (etc. up the scale.) 
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ON EXTRA FOREIGN VOWEL SOUNDS AND 
CONSONANTS. 

In the French and German languages there are two extra vowel sounds quite for 
eign to the English language, viz.: — 

( i ) The vowel which in German is written ii, and in French u ( without the two 
points above it ) ; and 

( i ) That which in German is written b, as in the word schbn, and in French eu, as 
in feu, eux, &c. 

The first is arrived at by adopting the position of the tongue for the pronun- 
ciation of the vowel sound /"* ( No. V.), together with a simultaneous pursing of the 
lips as if for the pronunciation of the vowel sound h OO d ( No. VIII.). 

The student must begin by sustaining the sound i\ and persevere until he suc- 
ceeds in adding the necessary pursing of the lips without allowing the tongue to alter 
its position of /', or he may begin by sustaining the sound h OO d , and gradually add the 
raising of the tongue as for i*, without altering the position of the lips. The failure 
to keep up these two positions, viz., of tongue and lips, will result in the diphthong 
you or ooi 1 . 

The second is the result of the tongue remaining in the position of et ( No. XL), 
while the lips modify the sound through being pursed, as in h oo d (No. VIII.). Let 
this be practised on the same lines as the vowel last mentioned, viz., by sustaining 
the sound er, and gradually accustoming himself to the addition of the pursed lips 
without altering the tongue, or vice versa. 

The German ch, when it follows a, o, or o, is the same sound as in the Scotch 
pronunciation of loch, and is a prolonged hiss or whisper, produced when the tongue 
is raised nearly, but not quite, as high as in the pronunciation of k. After e', P, a, 
or ii, it is a continuation of the same vowel sound, ending in a guttural aspirate. 

It is bad to pronounce dich as dish, but it is worse to say dick. 



Certain nasal sounds characteristic of the French language present a difficulty to 
the English-speaking race. 

In the attempt to describe these sounds it has been thought well to 
place a small n over the consonant tl whenever it is nasal ; and further, in 
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order to bring about a sense of the nasal, a small g has been added, which, how- 
ever, is not meant to be pronounced. 

a 

Thus, vn z could suggest the nasal sound No. I. 

Vtl g . This occurs in such French words as Yin ( pron. vun s ), cinq, saint, scin, paz'w, 
ixen, loin, &c. 

n 

ah tip is nasal sound No. II. The small « denotes the nasal sound, and the final g is 

n 

not pronounced. This sound is heard in the French words en { pron. ahn s \ vent, 
enfant, an, grand, Henri, Jean, champ, &c. 

a _ » 

ern s is nasal sound No. III. It occurs in the French words un (pron. ern g ), brun, 
aucun, humble, &c. 

n ^ n 

ohtl g is nasal sound No. IV. It occurs in the French words bon ( pron. bohn s ), 
non, nom, ton, ombre, &c. 



Those students who, though wishing to acquire a knowledge of the pronunciation of 
the German, French, and Italian languages, are yet unable to avail themselves of the 
services of a competent professor, may find the following table of some assistance. 

This table is an attempt to compare the vowel sounds of the German, French, 
and Italian languages with the vowel sounds of the English language which are either 
identical or of approximate similarity. 
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English Vowel Sound. 


German. 


French. 


Italian. 


ah, No. I., as in the 


Aa\, Ka/m, Mahl, ha- 


«me, hate, pite, pale. 


a, ab, ad, la, fa, ma, 


words are, bar, &c. 


ben, gethan, Vater, 


pas, has, &c. 


&c; accordo (pron. 




&c. 




ahkkordo), acda 
(archar), ca (kah), 
da (char), ga (gar), 
and gia (jar). 


a 1 , No. II., as, bat, 


- - - - - 


( In the modified form) 


_ 


&c. 




v/n, pain, &c. 




a, No. III., bay, cane, 


M^dchen, Vater, 


est, dime, m/me, 


apparr?nte, heggo, 


&c. 


s^hen, kben, &c. 


cr^me, &c. 


mf?glio, p<?tto, tallo, 


(In the foreign languages , 






&c. 


only the first sound of this 






diphthong should be heard.) 








air, care, bear, &c. 


M/?<?r, Ma'Archen, er, 


air, fairs, pere, fer, 


f?rro, terrore, trrore, 


( In the foreign languages, 
only the first sound of this 


Bar, Jf hre, &c. 


dessert, mer, &c. 


&c. 


diphthong should be heard, but 








the final r should be rolled.) 








e', No. IV., any, 


.Essen, B^tt, K<?tte, 


rtjthi?, cafi?, nez, aim^r, 


e, eh, ed, el, me, de, 


every, &c. 


Pf?ch, s^hr, £hre, 


&c. 


te, &c; Cf?ra, smi, 




&c. 




sfgno (senyo), ce 
(che'), ch^ (ke')> ge 

(J e ')> g he (ge')- 


/', No. V., bid, din, 


/ch, Licht, Rztt, m/t, 






&c. 


&c; 

( also iu the modified form ) 

Fwhlen,Tr?/ben,&c. 






ee, No. VI., bead, 


Sie, h.iebe, Friede, 


zle, ici, mis, en's, 1/t, 


i, il, in, hi, di, ti, &c; 


feel, &c. 


LzVd, &c. 


rit, ouz, &c. 


c/ (chee), ch/ (kee), 
g* (jee), ghi (gee), 
gl/^ye^egl^elye). 


OO, No. VII., hoot, 


Rah, Bach, Jagend, 


oil, voas, boat, choax, 


a, ud, an, fa, la, ta, 


coo, &c. 


Schale, &c. 


toajoars, &c. 


&c.; ca (koo), cia 
(chew), ga (goo), 
gia (jew). 


h OO d , No. VI 11., bush, 


Basch, Fachs, Dan- 


( In the modified form) 


_ 


look, &c. 


krf, Onkel, &c. 


F<?u, eux, and fa, 
era, &c. 




aw, No. IX., all, 


Ort, Wort, dort, fort, 


or, corde, corps, mort, 


o, no, mo, co, do, fo, 


bawl, &c. 


schwor, &c. 


Faure, &c. 


borsa, corto, sono, 
adoro ; co (caw), 
cio (chaw),go (gor), 
gio (jaw). 


O, No. X., owe, bowl, 


Kohl, wohl, Sole, He- 


au, eaux, haut, role, 


nome, coilo, sono, 


&c. 


len, &c. 


mot. 


adoro. 


( In the foreign languages, 








only the first sound of this 








diphthong should be heard.) 








o', No. XL, cot, dog, 


Koch, Loch, sollen, 


mode, col, folle, bol, 


- _ _ _ 


&c. 


toll, voll, &c. 


&c. 




er, No. XII., burr, 


(Is heard in the modified form of ) 


( The lips should be slightly pursed ) 


_ 


earl, &c. 


H<>he, Sch<?n, 


le, leur, ce, que, ]e, 






Li>'we, &c. 


caur, chceur, heure, 
&c. 




u\ No. XIII., but, 


Hand, Mann, Mai, 


la, ma, sa, ta, chat, 


- - — - _ 


cup, &c. 


als, liebm, Lieb<?, 


savoir, appelle, 






&c. 


mo/, toi, &c. 
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CONCLUDING OBSERVATIONS. 

To the earnest beginner certain questions constantly present themselves, e.g., How 
best to practice ? How long a time, and how many times daily ? What range of 
voice and what degree of force should be used in singing? 

We will endeavor to answer these in order. The management of the breath is 
the foundation on which are to be based all the details connected with force, tune, pro- 
nunciation, and expression. Rule I. has taught us how to take the breath and where 
to feel the expansion of the body. Of scarcely less importance is the observance of 
Rule II., viz., never to start the note without having first tested the command over 
the breath by aspirating ah for an instant with considerable energy, without, however, 
letting much breath escape. A singer's breathing is a controlled squeeze of the body — 
a pulling one's self together, as it were — and until the nature of this control is 
realized, any attempt to sing is foredoomed to failure. As soon as the student feels 
that he can control his breath, he should boldly start the note with a sudden free 
movement of the tongue, resulting in lah. If at this instant he finds that his tongue 
refuses to move quickly, that his jaw moves as well, and that the ah is distorted, he 
should stop at once. He thought he had the breath under control before the note 
was uttered, but he was mistaken, and must start again. When once he has ac- 
quired the breath-control, the result will be a frank and fearless attack and a loose- 
ness of the instrument ( Rule III.), together with a sense of the importance of 
adherence to Rule IV., viz., lo leave off every phrase with some controlled breath to spare. 
The goal has been reached when the last note of a phrase is as good as the first, 
and the singer is ready to refill the lungs instantaneously and inaudibly. Never prac- 
tise the exercises, vocalises, or songs without singing a final test or treating the last 
note as a test. 

In answer to the second question: — to practise is to exercise certain muscles. 
Pause therefore after, say, a quarter or half an hour's practice, and consider whether you 
have swerved from the original intention of controlling the breath whilst endeavor- 
ing to make the notes sound to it and without being conscious of the existence of 
a throat. If fatigue is felt in the breathing muscles, but not in the throat, the prac- 
tice has been good, and may be repeated two or three or ( later on ) four times dur- 
ing the day. But if the fatigue is experienced in the throat rather than in the res- 
piratory muscles, the practice has not been correct, and not only has the time been 
wasted, but those bad habits which constitute the wrong way to sing have been con- 
firmed. As a note consists of ( i ) respiration, ( 2 ) tune, ( 3 ) pronunciation, and ( 4 ) 
expression, the mastery over the first gives us facility in tuning unerringly and in 
joining notes in the legato manner ; it enables us to pronounce the vowels and con- 
sonants perfectly, as the throat, tongue, soft palate, and lips are acting in freedom ; 
and, lastly, the note expresses any desired emotion, the facial muscles being free and 
unembarrassed. 

Next as regards range of voice and force: — do not practise the lowest notes of the 
voice nor worry the highest. First learn to sing about an octave in the middle of the 
voice, and let the rest develop itself naturally upwards and downwards. Let the soprano 
practise C, C#, D, and Dft in the head voice, until, with experience, she finds she can 
venture to sing these with open throat in the more powerful medium register. This 
applies also to the mezzo-soprano. When a tenor can pronounce with absolute ease up 

23 



Shakespeare — The Art of Singing — Part 4 

THE ART OF "SINGING. 

to E and F, then only should he practise with scale passages the higher notes. A bari- 
tone should at first sing the high A, B, C, and D with the medium register, until, with 
greater experience and breath force, the same notes can be produced in the more power- 
ful chest register. A bass may treat the high G, A, B, and C in a similar way. Let it 
not be forgotten how important it is to raise the upper lip in the production of the 
medium and head registers ( see Rule VIII.) 

The temptation to acquire rapidly force of voice has often misled students into 
carrying up the registers beyond their natural limits, and has, after years of lost labor, 
compelled them to begin anew, and, by rest and more modest endeavor, to try to 
coax back the lost freshness of the voice. The lower notes of the medium and head 
registers can be cultivated until they acquire surprising power and are always expres- 
sive. Perseverance in practice until all the notes speak to the rightly controlled breath 
will reveal to us how high we ought to sing the powerful chest notes as well as the 
brilliant medium ones, and this is the answer to the question, How loudly should we 
practise? If we never sing a note louder than we can regulate the breath necessary 
to the force of the note, we shall be prevented from carrying up the registers be- 
yond the limit natural to us. 

Little has hitherto been said about dramatic expression. The term dramatic de- 
scribes those incidents in life which by their passion, tragedy, intensity of character, 
or contrast, stir in us the deepest emotions. Every master cannot express with the same 
dramatic force. Do we think less of Schumann because Beethoven is more dramatic ? 
So also is it with the artist. His dramatic power is necessarily limited by the phys- 
ical force and temperament and quality of voice with which nature has endowed 
him. To train a young student by the practice of dramatic music is as certain to 
cause a rigid style of production as to give a beginner at the pianoforte music by 
Beethoven and Brahms instead of Clementi and Bach. The practice of the old 
masters was to reserve the forcible dramatic effects for a later period in the career 
of the artist. Let the cultivation of every voice, then, be such as to give the stu- 
dent, first, a complete mastery over the means with which nature has endowed him, 
so that he may, to the best of his ability, build up a force which can always be 
rendered expressive, and, sooner or later, may possibly be found so moving and so 
powerful as to be termed dramatic. Unhappily many of the voices of the present 
day have been impaired by attempting at too early a period the forcible vocal effects 
demanded by modern opera. We often hear the orchestra rendering with enthusiasm 
stirring accompaniments ; we admire the mise-en-scfrne and the dramatic gestures ; but as 
for the voice of the singer, is it really dramatic ? — does it move us ? — or does it 
only astound us by its force and pain us by its quality ? Force of voice is not necessarily 
dramatic force — that which astounds is not art, but may be only brute force, splendid 
natural gifts used in a vulgar and inartistic manner. Have we not often seen the pain- 
ful facial expression, the agony of the eyes, lips, and tongue betrayed by the rigid singer, 
when he is singing of love in the so-called dramatic style? The observation, "What a 
splendid voice ! " would not be heard if all were under the spell of the true artist, 
and " What was that high note ? Was it the top C," &c, would never be asked 
by anyone really moved by the genius of the singer. 

Study your songs and arias until you know them by heart, and have formed a 
mental picture of the expression of the words and music, and feel that you are the 
living embodiment of what you have to sing. 

How long will it take to learn singing? is the question so often put by the 
anxious mother or by the aspiring student. When the period of study is compared 
with that demanded by the violin or pianoforte, by composition, by the law, or by 
medicine, the greatest surprise is evinced that it should take more than a few months 
or a year. One thing, however, is certain, that no successful singer ever found that 
he could do much before he had been studying — and that, too, in a right direc- 
tion — for, say, three or four years. The acquirement of what we denote by style, 
viz., that ease and elegance, that concealment of art and perfection of expression 
which are the highest attainments of the artist, can only be the result of many years 
of hard and assiduous study. 
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"UNA VOCE POCO FA. 

IL BARBIERE DI SIVIGLIA. 



Voice 



ROSSINI. 





espressivo 





to - . ce po . co fa 
voice, not long a - go 



qui nel cor mi ri - suo - no, il mio 

thou hast tkrill'd with - in my heart, Oh, my 



if l * 4 






$ 



.?¥* j. i ^ 



*=*= 



^ 



i 



w^m 



^ 



i 



s 



^i 
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tfr^ ^ mm^M 



f 



1 i "i i ^ t 



PS 



a? 



fe - ri - to e gia 



sokZ is tremb-ling still and. 



Lin - do - ro fu cheil pia - go, si, Lin- 
Z.»m - do . ro is all to me, ves, Lin- 



P 11 ! 



$ 



m 



s 



i^f 



f 



^ 






im 



** 



£ 



^ 



^ 



m 




do 



ro 
ro 



mio sa 
s/jfl/7 fee 



ra lo giu - ra-i 

mine, I have vow'd, 



la Yin - ce 
so shall it 



pm 
/ 



^k 



h 



& 



i=S L5IZE 



P 



?% J ^ 



^^ 



i C-£^t 



f 



f 




ro si, Lin - do 

be. yes, Lin - do 



ro mio sa 

ro shall be 



ra 
mine, 



lo giu 
J have 



fft=i=tn 



/ 



■* 



s 



mk=i=f: 



s 



J^ 



♦ g 1 j 



f 




ra-i la vin - ce 
vow'd, so shall it 



ro 
be. 



II tu - tor ri - cu - se - 
If my guardian shmddre- 



il^jJggJljJ^ 



gffgjffg 




26 



Shakespeare — The Art of Singing — Part 4 
THE ART OF SINGING. 



fe 



_l -J ] J ) ™J_) — jj_j -J-) — -_i-)- 



ai 



f^ 1 

cne-te- 



ro 



ra 
fuse 



io l'in - ge-gno a-guz-ze 

/ wy sharp-en'd wit will use, 



al - la fin s'ac-che- te - 
Pa-ci-fiedatlast he'll 



$W ^fffr^ffi fipffi 



I^J-^j^jI 



i 



r r r 



^# f ? ?=S^I 




^ 



rt'f. . ^ a tempo 



e con - ten-ta io re - ste - ro si, Lin - 
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Note. — This Aria may be transposed half a tone higher by high Sopranos, or half a tone lower 
by Mezzo-Sopranos. It is lyric in character, and deals with the determination of the affect- 
ionate and vivacious Rosina to marry her beloved Lindoro in spite of her old guardian, who 
wishes to marry her himself. 
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Note. — This is an Aria for a Mezzo-Soprano or Baritone. It would be a mistake to treat it as be- 
ing melancholy in character, since it portrays the deep emotion of the lover rising to joyous 
exultation at the feeling that he is breathing the same air as the object of his affection. 
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TIME OR RHYTHM. 

It is of the greatest importance in singing that the notes be started exactly in 
time, and also that they receive' their just value. 

All students do not display the same aptitude for grasping mentally at first sight 
the exact duration of the various kinds of notes and rests before them. They do 
not all possess in the same degree what is called a sense of rhythm, and so the 
notes are often started an instant too soon or too late, or they are shortened, or, on 
the other hand, unduly lengthened. Careful study, however, seldom fails to awaken 
a keener sense of the importance of singing in time, and to bring about a more rapid 
appreciation of the exact length allotted to the several signs which serve to indicate 
the intentions of the composer. 

It is desirable to choose some definite and regular time movement which will aid 
us in our first studies of notes and rests. Such a measurement is afforded by the 
beat of the metronome when set to 60 (a tick to every second); or by the count of 
each pace while slowly walking. 

Let the semibreve <=> or whole note ( as it is often called ), as well as its rest -_, 
be given four seconds by the metronome or four paces. 

Let the minim or half note &, as well as its rest ---, receive two seconds or two 
paces. 

Let the crotchet or quarter note J, as well as its rest X, receive one second or 
one pace. 

The quaver or eighth note 4 , as well as its rest *i, has only half the value of a 
crotchet or quarter note, and is, as its name denotes, the eighth part of a semibreve 
or whole note, just as a minim is the half and a crotchet the quarter of a semibreve 
or whole note. 

For ever tick of the metronome or pace two quavers must be sung. 

The semiquaver or sixteenth note ^', as well as its rest, 3, is half the length 
of a quaver ; therefore four semiquavers must be sung to every second or pace ; and 
lastly, the demisemiquaver or thirty-second note fc, or its rest *], is half the length 
of a semiquaver. 

Let the student completely master the relative values and shapes of the notes 
and rests before enumerated. 
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When the time of a piece of music is such that every bar contains a semibreve 
(whole note), or notes equivalent to its vaiue, the piece is said to be in common time, 
which is indicated by a capital C pJaced at the commencement of the first bar. 

Select some melody in common time, and analyze each bar until the value of 
the semibreve ( or whole note ) is discovered. Then sing it to the metronome at 
= 60. Here are three examples for the practice of reading the different notes and 
rests : — 



J = 60, or a slow walking pace. 
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In order to lengthen a note, it is generally tied to another, thus, eJ' V J, or 
J^J\ The same object is effected by placing a dot after the note <J • J. ; the 
addition of a dot to a note or to a rest adds a half to its value ; that minim or half 
note which received two seconds or paces, when dotted, receives three seconds, and 
becomes equal in value to three" crotchets or quarter notes. The dotted crotchet 
( quarter note ) is of the value of three quavers or eighth notes, and so on. Thus 
for every dotted note one must count three. Occasionally, in order to add to a note 
three-quarters of its original value, a double dot is used. Thus <& . . equals ,=* ^^ , 
or seven quavers or eighth notes. In this case the long note counts for seven. 

Music, however, is not always written in common time. Sometimes the bars are 
only three quarters of the length of a bar of common time. Such time is indicated when 
we see \ marked at the beginning of the piece, and each bar is equal to the fraction 
indicated, viz., three crotchets or quarter notes. This is therefore equivalent to three 
quarters of common time length, or to a dotted minim or half note. Often we have 
music in | time, or only three quavers or eighth notes in each bar. 
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Again, we may have six quavers or eighth notes, or twelve semiquavers or six- 
teenth notes in the bar. When the music is in | or § time, it is said to be in sim- 
ple triple time. 

Often, however, music is written in |, §, or x g. Now | and | indicate exactly 
the same quantity. There may always be six quavers or eighth notes in the bar, and 
yet 2 and | time are widely different. How can one tell if a bar containing six 
quavers is in f or in | time ? 
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In I time each crotchet or quarter note receives a slight accent, and the qua- 
vers consequently group themselves in twos, 



il ^m 
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and the accent falls on the first, third, and fifth notes. 

In § time, on the other hand, the quavers group themselves in threes, the accent 




^j+r*~^ , -" L -*-*- 



falling on the first and fourth notes. Thus | time is really two dotted crotchets (or 
quarter notes) in the bar, and consists of twice three. In order to describe this, f 
time indicates three times two, and % indicates twice three. 

When a bar contains more than one group of three notes (indicated by |, |, 1 q, 
&c.) it is termed compound triple time. Let the student here analyse different pieces 
of music, in order to fix in his mind whether the accents are in twos or threes, and 
whether he understands the formation of the notes and rests as agreeing with the 
time signatures C 1, |, |, %, 1> °r j|, or \%, &c. 

Occasionally the composer introduces ( a ) what is termed a " triplet," that is, a 
group of three notes which are to be sung in the time of two of the corresponding 
notes of the melody ; or, again, ( b ) two notes' may be used in the place of three. 
These alterations are indicated by a slur over the notes enclosing a 3 and 1 respec- 
tively. 



Examples, (a) 



oEj^^^jSiijgii^^^i 



(b) 



®& 



&=F 



.^k. — ^ — td~~~ — •" 



^T~ r=s: 



40 



Shakespeare — The Art of Singing — Part 4 

APPENDIX. 

It is necessary for the student to be able to subdivide the counting of his bars into 
smaller units than the tick of the metronome or the slow walking pace to the quarter 
note, as before indicated. For instance, in order to come in accurately on a small note, 
such as a semiquaver or sixteenth note, at the end of a bar, he should subdivide the bar 
into 1 6 semiquavers, and say I234, I234, I234, I234, and commence singing on the fourth 
beat of this last subdivision. 

A fault very often committed, is the execution of dotted notes as though they were 
portions of a triplet — e.g., 
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An excellent plan is to subdivide the bar until the shortest note receives one beat. 

Let the student practise the following exercises on subdivision of bars, first singing 
whilst counting aloud and then singing whilst counting mentally. 
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Allegro maestoso. 
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EXAMPLES OF SUBDIVISION OF BARS INTO SEMIQUAVERS 

OR SIXTEENTH NOTES. 
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HiP^IS] 



S! 



EfeElEE^E? 



S 



&=*=&=*% 



123456 123456 1234 56 123456 1 2 3456123456 



Andante. 



&-§=£ 



I£zfh3 



- +—-■* - 



^^ 



=r=^c 



^-^: 



-» ■— ) — I — ■»-■* 



£ 



S3 -*b«- 






iS5t 



Haydn. 



mm 



« 



56 123456123456 123456123456 1234 5 6 12 3 4 56 &c. 

Allegretto. Lotti. 



m 



5Sfe 



-*■— i*- 



i 



-s— *- 



i 



p= 



12341234 12341234 1234 1234 12341234 

Andante. Scotch Melody. 



-* f" 



-0=m^ 



B 



1234 1234 12341234 12341234 12341234 

Scotch Melody. 



7. 



-3=^ 



SlMl^ 



ESE5% 



atn 



1 



1 2 341 2341 234 1234 
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EXAMPLES OF SUBDIVISION OF BARS INTO DEMISEMIQUAVERS 

OR THIRTY-SECOND NOTES. 



Largo. 



Handel. 



1. 



fgSE 



._&3==j. 



±=J*Z 



123456781 2 345678 123456781234567 



Largo. 

r ^y - 



Hanjiel. 



eS : 



3=*=r*- 



:£=•£: 



E ^EE^^^g^^Eg ^j 



5678 "1 2 34 5078 12345678 1234 56781234567 






I 



1234 1234 1234 5 678 1234 5 6 781234567 



Largo. 



Handel. 






qzzi=zp 



123456781234567812 3 4 5 78123 4567 



=*±~^EfeEE£: 



-«- — ■*- 



-1 =3- 



I 



1234567812 345078 123450 78 12345 78 



4. 



41 



Andante. 



Mozart. 



[ m=F 



fc£: 



A 



-£^f £ 



iifsiiE-:s=ll 



-*— L-* 



34 12 34 123412 3~~"4 1234 12341234 &c. 



tf: 



Andante. 






tffi2=A 



3 



Rossini. 

EfeE£EEE£ 



1234567812 3 4567812345678 1234567812345 6 78 1234567 



gH 



— =:-/»-x^^;r^=r-^i 



zjtzszZ. 



::± 



II 



123456781234567812345678 123450781234 5678 12345678 &c. 



SCALES AND THEIR FORMATION. 

The difference in pitch between two sounds nearest to each other on the pianoforte 
is called a semitone, a half tone. A sharp raises a note a semitone in pitch, whilst a flat 
lowers it a semitone. C to C# above and Gb to F below are therefore semitones, as are 
also E to" F and B to C, for they are nearest to each other. 

After a note has been sharpened or flattened, in order to denote that it has resumed' 
its ordinary pitch, we write after it the sign tj, which is called a natural. C§ may be fol- 
lowed by Ct[, or Efr by Etj. Under ordinary circumstances, however, it is unnecessary to 
write Ct|, Dt), &c, but simply C or D, &c, it being understood that a natural is implied. 
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A succession of sounds connecting in alphabetical order two notes an octave 
apart is called a scale; when this consists entirely of semitones it is known as a 
chromatic scale, and may be written — 






When sounds are two semitones apart the difference is called a tone. C to Qjj 
being a semitone, and Cjt to Da semitone, C to D is a tone (a whole tone). G£ 
to D$, Eb to F, F$ to G$, Ab to Bb, or Bb to C are all tones. Let the student 
here proceed to play half tones and whole tones, until he feels he can recognize 
them immediately. 

Next strike C on the pianoforte, proceeding upwards by the white notes as far 
as C next above, and the formation by tones and semitones of the scale of C be- 
comes apparent. From C to D is a tone, from D to E a tone, but from E to F 
is a semitone ; F to G, G to A, A to B are three tones, but B to C is a semi- 
tone. 

Whenever, from the key-note upwards, two tones and a semitone are played 
in succession, then followeu by three tones and a semitone, the result is a diatonic 
major scale. 

This formation, so evident on playing the scale of C, is precisely that on 
which we can build all the eleven other major scales which form the basis of mod- 
ern music. 

Taking as an example the scale of A?, and starting with the key-note A"b, we 
find Bb is a tone higher, to C is the second tone, now follows the semitone Db, 
then the three whole tones to Eb, to F, and to G, and the final semitone to Ab — 
we have the same two tones and a semitone followed by three tones and a semi- 
tone. 

This also teaches us that four of the notes in this scale are flattened, viz., A, 
B, D, and E. In building a scale the alphabetical order of the notes must be pre- 
served, A, B, C, D, E, F, and G must each be provided with a musical sound. 

Ab, the key-note, must not be followed by Att, but by Bb. Db must not be 
followed by DJ|, but by Eb, &c, &c. 

The term Diatonic Scale signifies that it proceeds by tones as well as semi- 
tones, and not by semitones only, as in the chromatic scale. The term Major in- 
dicates that the first third in the major scale (which consists of whole tones) is a 
greater third than the first third in the minor scale, for the latter consists of a tone 
and semitone only. 

Observe that the last note but one in any scale must be only a semitone be- 
low the last or octave, and is called the leading note. 
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The student must study until he is able to follow mentally all the degrees of the 
twelve major scales given below. In order to make clearer the construction of each scale, 
the sharps and flats have been made to appear as accidentals, the key-signature (the 
sharps or flats at the beginning of every piece of music) is placed at the end of each 
scale, and every semitone is indicated by a slur. 



LIST OF MAJOR DIATONIC SCALES. 
The Semitones are indicated by the Slur - — ^. 



Key-signature. 



Scale of C Major. rJftfH j ^r^r^ 



-^r-^—^Z 



i~ *=* 






ligpig^pg^iB 



Scale of Db Major F ?nT ^~"tT^~d~5g fck*-?*^=t 



5=SS 



Scale of D Major. 

Scale of Eb Major. ^^-^ ■ ' — ■•- — ■ 



-*—+ 






:5S=*- 



+20Z 



Scale of E Major. 



Scale of F Major. 



Efi^Sfet^ 



-F=t 



*£=t 



^E pg^j^g 



Scale of F# Major. ^g^ j^j i ^J^j 



Scale of G Major. 



Scale of Ab Major. 



Scale of A Major. 



^^m 



~»=^~ 



r£±*±^~£z 



\>m — f- — I* — I — 



ESS«£ 



E^EErE 



Scale of Bb Major. Fy T^K* — P~~ f' \ 



-m—m- 



Scale of B Major. 



■i^m^^m 






.•tjt*--j=^ 



rplj 



g^ 



-i*-^< 



*=f 



3 



EE 









i^a^^iisi 



-!*-..*■- 



& 



B ! 



l-Jrt-, 



^gw 



£* 



n*"=ir 



EE^S^S 



a^B 



i^Effig^^iHiib^i 



^bfezjr 



i^Bll^i] 



f*v 



gupggi^ 



*£** 



#^^ [g fe 



As to the fitness of writing a scale with flats or with sharps, let 
consideration for a moment be given to the scale of Db, which consists of 
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five flats and two naturals. If this scale were written Ctt a most inconvenient 

notation would be adopted, for all the notes would be sharps — viz., Ctt, DC, Ett, 

Fit, GJ|, Ajt B$. Now it will be seen how much more convenient it is to treat 
the scale as Dp. 

Every major scale is associated with what is termed a relative minor scale, 
which invariably commences a minor third (three half tones) below its relative major, 
and is not only composed for the most part of the same notes, but has also the 
same key-signature. 

Thus the relative minor to C major is A minor, to Dt> major is BJ? minor, 
and to D major B' minor, &c. The minor scale takes two forms: the first is called 
the harmonic minor scale, on account of its being used more in harmony than in 
melody. 

On playing the white notes of the pianoforte from A upwards we discover that 
most of the notes of the scale of A minor are the same as those of C major. 
From A to B is a tone, whilst from B to C is a semitone, then follow two tones 
in succession, and a semitone, as in C major, viz., C to D, D to E, and E to F. 
Here the scale demands that G being the leading note should be sharpened, with 
the result that a strangely beautiful and characteristic interval called the augmented 
second extends over three semitones from F to Gjt and the scale comes to a satis- 
factory close with the semitone from GjJ to A. 

This Git, the leading note, is the readiest way for the student to recognize, on 
looking at a printed composition, that it is written in A minor ; otherwise he might 
take it to be in the key of C, the key-signature being the same. 



Scale of C Major 
for comparison with 



its relative harmonic 
scale of A Minor. 



EE 



fe 



II 






5E3E 



jEEEp=p 



^~^r 



The second form of the minor scale is known as the melodic minor, from its 
lending itself readily to the requirements of melody. Its first five notes are the 
same as in the harmonic minor scale, but the sixth note is a tone higher (instead 
of a semitone), while the seventh or leading note is again the same as in the former 
scale. 

The notes of the descending melodic minor scale differ slightly from the ascend- 
ing notes, and are identical with those of the relative major scales — e.g., in A minor 
they are all white notes. 



Scale of A Minor 
in the melodic form. 



Bz 



_j_^ 



&=* 



i=Ft 



EI^p 



-* — -_j£- 



-=t" 



46 



Shakespeare — The Art of Singing — Part 4 

Although more difficult to grasp mentally than the major scales, the different degrees 
of both forms of the minor scales must be mastered by the student, who, on succeeding 
in this, will find himself a long way on the road towards becoming a musician. 

Below is a list of the twelve minor scales in their two forms, with their key-signa- 
tures, and with indications of the semitones as they occur. 



MINOR SCALES IN BOTH THE HARMONIC AND MELODIC FORM. 

Key-signature. 



Harmonic form. 

A Minor. 
Melodic form. 






E: 



7--i=t 



ig±fe^-E?^^r±3^ 



Harmonic form. 

Bfr Minor. 
Melodic form. 



i^^^mMsmmm^M 



te 



&$= 



EE 



b* -*- 



5$&=±*L 



3=33£t$^^^ 



^ 



-•H?-*- 



1 



M 



V£ 



Harmonic form. 

B Minor. 
Melodic form. 






-TrtUr 



m 



El 



p|il3g3^lf^^ejPEfilE=i 



Harmonic form. 

C Minor. 

Melodic form. 



i^^^^^^:l^i^3^^|g&E^[| 



m 



S: 



zj_=-J=rJr=*z 



±=^ 



m 



~-P^%m 



J2«L^ 



B"- 



I 



Harmonic form. | 

Cjf Minor. 
Melodic form. 



kpp=^^%i^p3^i[]^fa 



^=^i^m^m^^^^=M 
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Key-Signature. 



Harmonic form. 

D Minor. 
Melodic form. 



BE 



-*—+- 



*ECTE^;^tEfe 



3=t 



bs=3t 



P|l 



BE 



-1 — *- 



-■*—»- 



JE pJEE^-f^lE E^pE I^JE ^ JE ^=g 



Harmonic form. 
Dtt Minor. 
Melodic form. 



lippii^^SagES^p^il 



ippHS^S^E^ESipp^t 



Harmonic form. 

E Minor. 

Melodic form. 



EEE 



r^rafc 



^trS^^^^lf^l 



BE 



:rL 



W=£ 



IJ SgJpp E^gjJM 



Harmonic form 

F Minor. 
Melodic form 



1 
I 



E^^^ g^^gS^^ g^j ^ fl 



fe^ ^^^^^^^^ ^g^l 



Harmonic form. 

F$ Minor. 
Melodic form. 



te^^^^a-^^i^^gii^a 



mm. 



i^m^m^^mmm^mu 



Harmonic form. 

G Minor. 
Melodic form. 



IE 



^S=fc 



*±W- 



urn 



frtfcfe^p 



^S^ lp=fl 



EEEEEE5EEEEifflEEE*E 



.« , -!_, — H — 14 



*rttt 



jc=5rrc 



t — "^ — i 



5rp 



l-jt 



3 



Harmonic form. 

G| Minor. 
Me\odic form. 



fe ^j^^^E^r^^gi EigEpiifej 



sffij 



m ^ m m ^E ^ E^ ^^~^j m 



48 



